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The sun, with a fine irony, came bounding out. The sea, 
which has its own sense of humour, winked and 
sparkled at us. We began to walk along the front. 
Everything was there: bathing pools, bandstands, 
gardens blazing with flowers, lido, theatres and the 
like; and miles of firm golden sands all spread out 
beneath the July sun. But no people!  W not a soul. Of all 
those hundreds of thousands of holiday-makers, of 
entertainers and hawkers and boatmen  W not one. And 
no sound  W not the very ghost of an echo and all that 
cheerful hullabaloo  W children shouting and laughing, 
bands playing, concert parties singing, men selling ice-
ĐƌĞĂŵ ?ǁŚĞůŬƐĂŶĚƉĞƉƉĞƌŵŝŶƚƌŽĐŬ ?ǁŚŝĐŚ/ ?Ě
remembered hearing along this shore. No, not even an 
ĞĐŚŽ ?^ŝůĞŶĐĞ ?dŚŝƐDĂƌŐĂƚe I saw was saddening and 
hateful; but its new silence and desolation should be 
thought of as a bridge leading us to a better Margate in 
a better England, in a nobler world. 
 JB Priestley, 1940 
 (quoted in Gray, 2006: 73-4) 
With thanks to my friends, family and colleagues, and 
to all those who participated in this research.  
Particular thanks to my supervisors, Phil Hubbard and 
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ďƐƚƌĂĐƚ 
This thesis engages with debates around cultural work and culture-led regeneration by 
exploring the working conditions encountered and experienced by visual artists who 
have located in Margate and Folkestone, two towns in Kent (South East England) 
which have pursued culture-led regeneration. It draws on, and contributes, to critical 
debates on cultural labour and the conditions of cultural work as well as long-standing 
debates around culture and creativity as drivers of urban regeneration. It establishes the 
ZD\V LQ ZKLFK DUWLVWV· ODERXU LV LQWHJUDO WR FXOWXUH-led urban policies, and further 
critically explores the quality of such work, looking at the conditions under which it 
proceeds, and the values and meanings individual workers ascribe to it. The thesis 
demonstrates that culture-led urban strategies represent a locus of economic 
exploitation for the artists implicated in them. This accords with other studies that 
provide evidence of artistic, and other forms of cultural, labour as wholly beset by 
economic and social structures that instrumentalise cultural value, and undermine any 
intrinsic value or meaning to cultural labour. However, this thesis also provides a 
¶GHIHQFH·RIDUWLVWV·ZRUNWhile noting the continuing inequalities, marginalisation and 
exclusionary effects of neoliberal working conditions and practices, this thesis 
demonstrates that creative cultural work is not fully colonised by the market, and that 
withLQ WKH FXOWXUDO LQGXVWULHV WKHUH UHPDLQV WKHSRVVLELOLW\RI ¶JRRGZRUN·7KLV WKHVLV
concludes that although economic exploitation and insecurity are common, workers are 
able to draw upon pre-existing cultural discourses that sometimes allow them to 





The studio is part of a light industrial complex west of Folkestone, MXVWRII6DQGJDWH·V
High Street, itself set back only 20 metres or so from the English Channel. The 
entrance is by the large double doors of a car workshop, and through a small 
anonymous door that opens to stairs leading up to a space that was formerly used for 
household storage.  
Going up, I first enter a small room that is filled by two sofas, a coffee table and 
bookcases containing DUWERRNVDQGPDJD]LQHV2IFRXUVHWKHUH·VDUWRQWKHZDOOV ,·P
told by Nicholette that this is where she and the two others who share this space chat, 
have small parties. 
The studio proper is larger, with workbenches, a sink, drawers and cabinets lining the 
walls. A FRXSOHRIODUJHWDEOHVLQWKHPLGGOHRIWKHURRP,W·VOLWWHUHGZLWKWKHGHWULWXVRI
three working artists sharing the space: in progress paintings, prints and other 
assemblages, a computer, dried apples, a large magnifying glass. The windows are small 
but numerous, so WKHURRPLV OLJKW7KHUH·V D VPDOO original piece by Tracey Emin on 
the wall. 
Nicholette is one of three artists who share this space. Her hair is short and has purple 
running through it. She makes us peppermint tea and is immediately open. She is in her 
mid-fifties and has grown-up children. Her partner is also an artist who shares this 
studio. 6KH·V talking about how they came to use the space ² badgering the landlord, 
who also owns the local shop, until he acceded. I want my recorder on now but hold 
EDFNZRUULHGDERXWEHLQJLPSROLWH,QHHGQ·WZRUU\DERXWVXFKWKLQJVDQGVKH·VDJUHDW
communicator, a small prompt and she speaks richly and at length. She says this part of 
ZKDWVKHGRHVDVDQDUWLVWVKH·V ¶the type of artist that communicates·QRWRQHZKROLNH
to ¶Vit in their own place and work·. 
Her practice is as a sculptor/printmaker ² often working in woodlands and nature 
reserves, using flowers, leaves, grasses and other organic matter ² and she also runs art 
workshops. Though Nicholette describes uncertainty and doubt in her career ² 
submitting to the bullying of an art tutor, struggling to fit in with the privileged 
upbringing of many others in the art world ² she is more confident now; a confidence 
both in what she has achieved through her art career and also in the compromises she 
KDV PDGH WR PDNH WKRVH DFKLHYHPHQWV KDSSHQ 6KH·V KDSS\ WR KDYH ¶VXUYLYHG DV DQ
DUWLVWDOOWKHZD\WKURXJK· 
, LQWHUYLHZ 5R\ D FRXSOH RI PRQWKV ODWHU LQ WKH VWXGLR DW WKH EDFN RI -LOO·V KRXVH LQ
Cliftonville, Margate 5R\·V DURXQG WZHQW\ \HDUV \RXQJHU WKDQ 1LFKROHWWH LQ KLV ODWH
thirties. Whereas Nicholette came across as being at ease with her work and life, Roy is 
much more hesitant and, initially, laconic. Later, looking at some photos of Roy, he is 
quite a well-built man, muscular and broad shouldered, but my memory is of someone 
quite diminutive. He doesQ·W VKDUH 1LFKROHWWH·V FRQILGHQFH LQ ZKDW KH GRHV ² he 
GHVFULEHV KLPVHOI DV DQ DUWLVW ¶RQO\ FULQJLQJO\· HPEDUUDVVHG DW EHLQJ DVVRFLDWHG ZLWK
VRPHWKLQJ WKDW LV ¶QRW UHDOO\ D SURSHU MRE· +H VXJJHVWV WKDW DUW LV D ¶FRQMXULQJ WULFN·
wherein the artist makes a thing and persuades others that it is important, and 
constantly questions whether, behind the smoke and mirrors, what he produces is 
¶ZRUWKZKLOH·,PSRUWDQWO\ZRUWKZKLOHIRU5R\LVLQDVHQVHEH\RQGWKHFRQILQHVRIVHOI -
UHIHUHQWLDO DUW ZRUOGV ¶where it VHHPV WKDW WKDW·V WKH SRLQW RI EHLQJ DQ DUWLVW WR FDOO
yourself a curator or have something in [Artists Newsletter]· 
5R\·VDUWSUDFWLFHFRQFHUQVPHPRU\DQGKLVWRU\DQGRIWHQWDNHVWKHIRUPRIODQGVFDSHV
and portraits in Biro or silverpoint. Despite his apprehensions about what he produces, 
it is possible to point to markers of some success, having had exhibitions in London, 
Edinburgh, St. Ives and Margate. His work has also featured in the BP Portrait Award 
at the National Portrait Gallery, and as part of the Jerwood Drawing Prize. However, he 
only makes occasional sales, something he puts down, at least in part, to his hesitancy 
about pricing and selling work: ¶,·PDELWUXEELVKDWLW3HRSOHZDQWWREX\WKHZRUNDQG
I always feel bad asking for money foULW>ODXJKV@6RXP«6R,HQGXSSXWWLQJSHRSOH
off, finding excuses not to sell the work because I feel bad about asking for money ·7R
supplement his income, Roy teaches adult education classes in Margate and is also able 
to claim Working Tax Credits oIDURXQGDZHHN6WLOOKH·VUHOLDQWRQVXSSRUWIURP
his brother, living in his house rent-free, and using a spare bedroom there as a studio 
space. 
Shane has a different attitude to art as a business, and occupies a very different kind of 
studio. Rather than hidden above a garage or in a spare bedroom, he has taken over a 
VKRSRQ)RONHVWRQH·V2OG+LJK6WUHHW+LVHDVHOLVLQWKHZLQGRZVRWKDWSHRSOHRQWKH
street can watch him working on his latest painting. Shane is in his mid-thirties now, 
and started as a full-time artist in his late twenties. He is unusual in the sample in several 
ZD\V1RWDEO\KHGRHVQ·WKDYHDGHJUHHLQDQ DUWVXEMHFWDQGKLVVROH LQFRPHLVIURP
producing his art works, which are often local landscapes in oil but also include sti ll life 
subjects. That he is able to make a living from his art work ² selling his original 
paintings, prints and by taking on commissions ² is perhaps related to his background 
in marketing and his forthright focus on the business of being an artist.  
Indeed, Shane is clear that he is working as an artist ² that is, he is serious about being an 
artist and producing the kind of work he feels has merit and is meaningful, but he is 
equally serious about running a business through which he is able to support himself, 
his partner and young child. His whole gallery/studio is testament to this ethos; highly 
visible, strikingly painted from outside, and thoughtfully laid out inside, he is there six 
days a week working on a canvas or speaking with customers, or on the phone to 
printers and framers. It operates as a space to work in, and a space that works for him, 
helping to create a brand and generate sales. But speaking with Shane it also very 
DSSDUHQWWKHVSDFHFDUULHVPRUHPHDQLQJ¶I treat this place like a work of art. I love this 
gallery·. 6LPLODUWR5R\KH·VFDXWLRXVDERXWDUWZRUOGVHVSHFLDOO\WKH¶P\WKRIWKHDUWLVWV·
life·KHVD\V¶,·PMHDORXVRIVRPHRWKHUDUWLVWV«WKH\VLWLQDFDIpDQGWKH\VZDQDURXQG
,GRQ·W LW·VQRW OLNH WKDW IRUPH· Shane acknowledges that others might view art and 
business as difficult to position so close to one another, and might say WKDWKHKDV¶VROG
RXW·DQ\DUWLVWLFYLVLRQ+HLVFOHDUWKDWWKHWHQVLRQLVQRWWKHUHIRUKLPWKDW ¶bending 
over backwards for a customer is completely different from artistic creation· 
These brief sketches introduce some of the participants who are quoted through this 
thesis. While quite often different in their individual circumstances ² how they make 
money, where they work, what they hope to achieve as an artist ² there are also 
common features. There are narratives about career and life progression, struggles with 
PRQH\ D FRQFHUQZLWKZKDW ¶DUW· LV DQGZKDWEHLQJDQ DUWist means, and the kinds of 
spaces they have created to pursue their artistic practices and present their work in. 
Moreover, these artists are embedded, to varying degrees, in particular places at a 
particular time. Being an artist, working as an artist and the products they produce have 
a particular resonance, as they are used to (re-)imagine the urban policies and aspirations 





In Driving Growth through Local Government Investment in the Arts, the Local Government 
Association (LGA: 2013) ² the umbrella organisation for almost all English councils ² 
SURPRWHV WKH DUWV IRU WKHLU ¶QHW HFRQRPLF LPSDFWV· DV ¶KDOOPDUNV RI VXVWDLnable 
FRPPXQLWLHV· S DQG WKHLU UROH LQ ¶WUDQVIRUPLQJ UHSXWDWLRQV DWWUDFWLQJ YLVLWRUV DQG
FUHDWLQJMREV·S,QGRLQJVRWKH\IROORZDZHOO-trodden path in advocating a culture-
led approach to urban regeneration, as popularised by advocates such as Florida (2002) 
DQG/DQGU\JXLGHGE\WKHDSSDUHQWVXFFHVVRILQWHUYHQWLRQVOLNH/RQGRQ·V7DWH
0RGHUQRU%LOEDR·V*XJJHQKHLP'HDQHWDO3OD]D6FRWW  
Culture-led urban strategies have developed alongside the rise of the cultural industries 
in policy discourses. The Creative Industries Council (CIC) (a collaboration between 
UK government and industry partners, including representatives from Arts Council 
England, Department for Culture, Media & Sport, Microsoft, and Warner Brothers) has 
produced Create UK, its ILUVW ¶FUHDWLYH LQGXVWULHV· VWUDWHJ\ UHSRUW 7KH UHSRUW ODXGV D
VHFWRUWKDW¶SXQFKHVDERYHLWVZHLJKW·&,&SRLQWLQJRXWWKDWLWJHQHUDWHGRYHU
£71 billion gross value added for the UK economy in 2012, and that it  has achieved 
levels of growth that have outperformed all other industrial sectors. The aim of the CIC 
LV WR KHOS ¶creative businesses to start-XS DQG JURZ DQG PDLQWDLQ WKH 8.·V
competitiveness against other international markets·7KLVHFKRHVHDUOLHUZRUN from the 
Department for Culture, Media and Sport (2001; 2008) which would play a formative 
role in the development of cultural industries policy around the world (e.g. United 
Nations Conference on Trade and Development, 2008; 2010; United Nations 
Educational, Scientific and Cultural Organization, 2013; see Hesmondhalgh, 2007: 145). 
However, in the months prior to the publication of Create UK, Sajid Javid, Secretary of 
State at the Department for Culture, Media and Sport (DCMS), cautioned that access to 
work in the sector is dependent upon assuming: 
Entry-level positions [that] inevitably come with low pay or 
VRPHWLPHVQRSD\HIIHFWLYHO\EDUULQJDFFHVVLI\RXGRQ·WKDYHWKH
¶%DQNRI0XPDQG'DG·WRIDOOEDFNRQ-DYLG 
Despite this bleak prognosis, groups such as the Creative Industries Council and the 
Local Government Association still have very little to say about work in the cultural 
industries; about the quality of the jobs on offer and their pay and conditions. This 
FRQWLQXHVDWUHQGLQWKH8.·Vcultural industries workforce policy wherein the focus lies 
on skills and adaptability, that is, in policy for the provision of suitably-trained human 
capital (Banks & Hesmondhalgh, 2009; DCMS, 2008; Oakley, 2013). Looking at New 
/DERXU·VWHQXUHLQRIILFH Oakley (2011: 285) suggests that the basis for this has been an 
DVVXPSWLRQWKDWWKLVZRXOGKHOS¶SHRSOHEHFRPHILWIRUWKHODERXUPDUNHW·  
Restricting discussion of the cultural workforce to questions of the provision of training 
and skills raises concerns. While training may be important, having desirable skills may 
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prove futile if one cannot meet the demands of what may be viewed as exclusionary 
working conditions and practices ² Javid points to low pay, while others highlight issues 
including insecurity, flexibilisation, and the invasion of work into leisure and personal 
life (e.g. Banks, 2007; Banks, Gill & Taylor, 2013; Hesmondhalgh & Baker, 2011; 
Menger, 2006). This may have repercussions for the individual ² whose skills and talents 
are wasted, or who work to excess in the attempt to remain in their role. It may also 
prove problematic in attempts to harness cultural workers for broader economic, social 
and urban outcomes, with these potentially predicted on unsustainable ways of working. 
Crucially, the products of the cultural industries often also play an important part in 
shaping our understanding of the world and ourselves, they are drawn upon and help 
constitute our identities, emotions and sexualities, and help to shape the development 
of towns and cities. If these sectors are closed to those who cannot meet economic, 
social and cultural expectations there will be implications on what is produced as the 
perspectives, narratives and experiences of whole groups of people are lost 
(Hesmondhalgh, 2007; Oakley, 2013).  
This thesis, then, will draw upon, and add to, existing literatures on cultural labour and 
the conditions of cultural work, and long-standing debates around culture and creativity 
as drivers of urban regeneration. It seeks to enter critical theoretical debates on cultural 
work, autonomy and identity, and also speak to cultural and urban policy makers. It will 
GHPRQVWUDWH WKHZD\V LQZKLFK DUWLVWV· ODERXU LV LQWHJUDO WR FXOWXUH-led urban policies, 
and further critically explore the quality of such work, looking at the conditions under 
which it proceeds, and the values and meanings individual workers ascribe it. In doing 
so it will address the absence in the literature of a sociology of the situated working 
practices of individual actors in the cultural sector (though see Christopherson, 2004; 
Gill & Pratt, 2008; Watson, 2012). 
1.1 Aims and Research Questions 
This thesis will engage with debates around cultural work and culture-led regeneration by 
exploring the working conditions encountered and experienced by visual artists who have 
embedded in two towns in Kent: Margate and Folkestone. This type of exploration is 
important as existing research often is inattentive or underplays the importance of space 
and place in working conditions (e.g. Gill, 2008; Hesmondhalgh & Baker, 2011; Menger, 
2006), or focuses on cultural workers in larger cities (e.g. Lloyd, 2004; 2010; Pratt, 2009; 
Zukin, 1982; 2010). There is a paucity of work on smaller towns where working 
conditions, and associated cultural and social infrastructure, may be very different to 
metropolitan centres and core cities, yet this work is important given the number of 
smaller towns seeking to develop their cultural and arts offer, and seeing arts-led 
regeneration as a means of securing economic regeneration. For example, a number of 
coastal towns are following such a strategy through the Department for Culture, Media 
DQG 6SRUW·V 6HD &KDQJHSURJUDPPH %23 &RQVXOWLQJ  VHH DOVR 'U\EXUJK 
NEF, 2005; Powell & Gray, 2009; Shared Intelligence, 2008a). 
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Following the above, this thesis will explore the on-going cultural regeneration of 
Folkestone and Margate to engage with wider debates around cultural work and culture-
OHGXUEDQ VWUDWHJLHV DQG VSHFLILFDOO\ DUWLVW·V ODERXU DQGDUWV-led regeneration in coastal 
towns. As such, the broader aims of this thesis are: 
 To provide an account of the role of cultural workers in culture-led urban 
regeneration strategies. 
 To explore the meanings and values these individuals ascribe to their work.  
From these aims, the key questions are: 
 +RZDUH0DUJDWHDQG)RONHVWRQHEHLQJFRQVWUXFWHGDV¶FUHDWLYH·SODFHV"  
 What are the implications of culture-led urban policy for artists in Margate and 
Folkestone? 
 How do these artists understand and experience the UROHRI¶DUWLVW·" 
 What are the conditions of work for these artists? 
By answering these key questions, this thesis will help enrich and inform future debates 
around these issues. It will add to critical discussions about work in the cultural sector, 
artistV·DXWRQRP\DUWLVWLFLGHQWLWLHV¶JRRGZRUN·DQGWKHXVHRIFXOWXUHDQGFUHDWLYLW\LQ
XUEDQ SROLF\ )XUWKHUPRUH LW ZLOO XQGHUOLQH WKH LPSRUWDQFH RI XQGHUVWDQGLQJ DUWLVWV·
labour in implementing successful and sustainable cultural interventions.  
To provide background for the discussion in this thesis, the following section will 
introduce the culture-led urban policies of Margate and Folkestone, noting the types of 
interventions being implemented and their rationales, and position them in the broader 
regional and national policy contexts. These include the almost pervasive emphasis 
placed on culture and creativity in, among other areas, economic and urban policy, and 
the specific challenges facing many English coastal towns. The final part of this 
introduction will then provide an overview of the structure of the thesis. 
1.2 Arts-Led Regeneration in Margate and Folkestone  W  
Contexts and Strategies 
The formation of the Coalition Conservative/Liberal Democrat UK government in 
2010 saw the Department of Culture, Media and Sport (DCMS) adopt a different 
emphasis in its cultural policy to that of the previous administration. Priority was given 
to the delivery of the 2012 London Olympics, obtaining further large-scale sporting 
events, developing broadband and digital FRQWHQWDQGERRVWLQJ¶%LJ6RFLHW\·LQLWLDWLYHV
such as charitable giving (DCMS, 2011a). While new initiatives from central 
government, such as the Creative Industries Council (2014), may be viewed as a 
reversion to earlier rhetoric, the overall trend has been away from the approach 
developed under the New Labour administration (1997²2010). The policy under 
discussion here, however, remains a product of an earlier period in which the cultural 
LQGXVWULHV EUDQGHG ¶FUHDWLYH LQGXVWULHV· SOD\HG D SURPLQHQW SDrt in a range of policy 
 4 
areas including economic development, social inclusion and regeneration (DCMS, 2001; 
2008; Evans & Shaw, 2004; Hewison, 2011; Local Government Association, 2009; 
2·%ULHQ  2·&RQQRU  2DNOH\   3UDWW  6KDUS et al., 2005). 
1HZ/DERXU·VSROLF\ZDVGHYHORSHGLQWKHFRQWH[WRIEURDGHUGLVFRXUVHVRIFXOWXUHDQG
FUHDWLYLW\ DV DPHOLRUDWLYH RI WKH HFRQRPLF DQG VRFLDO FKDQJHV DVVRFLDWHG ZLWK ¶SRVW-
LQGXVWULDO· VRFLHW\ VXFK DV WKH GHLQGXVWULDOLVDWLRQ HIIHFWLQJ PDQ\ SDUts the UK (see 
Chapters 2 & 3; see also Bell, 1973; Florida, 2002; Harvey, 1990; Lash & Urry, 1994).  
,QDIRUPDWLYHGRFXPHQWLQ8.¶FUHDWLYHLQGXVWULHV· policy, Chris Smith ² then Secretary 
of State for Culture, Media and Sport at the Department of Culture, Media and Sport 
(DCMS) ² QRWHGWKH¶FRQWLQXLQJVXFFHVVRIWKHFUHDWLYHLQGXVWULHV·DV¶a key element in 
WRGD\·VNQRZOHGJHHFRQRP\·'&067KLVZDVHFKRHGVHYHQ\HDUV ODWHU LQ
the Creative Britain policy document: 
Now is the time to recognise the growing success story that is 
%ULWDLQ·VFUHDWLYHHFRQRP\DQGEXLOGRQWKDW The creative industries 
must move from the margins to the mainstream of economic and 
policy thinking, as we look to create the jobs of the future«The 
vision is of a Britain in WHQ\HDUV·WLPHZKHUHWKHORFDOHFRQRPLHVLQRXUELJJHVW
cities are driven by creativity«'&06HPSKDVLVLQRULJLQDO 
2DNOH\   QRWHV WKDW LW LV DW WKH ¶UHJLRQDO DQG ORFDO OHYHO WKDW WKH IXVLRQ RI
economic development, regeneration and VRFLDO LQFOXVLRQ JRDOV ZDV ODUJHO\ HQDFWHG·
&LWHG H[DPSOHV RI VXFK LQLWLDWLYHV LQFOXGH ¶FXOWXUDO TXDUWHUV· DV LQ %ULJKWRQ &DUGLII
Leicester, Liverpool, Sheffield, Stoke and Southampton; the installation of iconic public 
DUW VXFK DV $QWKRQ\ *RUPOH\·V Angel of the North (Gateshead) and the fourth plinth 
VHULHVLQ7UDIDOJDU6TXDUH/RQGRQDQGWKHFRQVWUXFWLRQRI¶IODJVKLS·FXOWXUDOVLWHVVXFK
as the Lowry (Salford), Tate Modern (London) and The Public (West Bromwich) 
(Evans & Shaw, 2004; Evans, 2009; Mommaas, 2004; Sharp et al., 2005). 
Despite the lack of the larger urban centres generally envisaged as locations for the hubs 
of the creative economy, local and regional cultural policy in Kent ² both at county and 
district levels ² has developed in this context, and can be viewed as attempting to apply 
these principles to economic and social regeneration (Ewbank, 2011; Farells, 2010; 
Flemming, 2008a,b; Kent County Council, 2004; 2009; 2010a,b; Margate Renewal 
Partnership, 2007; 2008; 2009; Shepway District Council, 2012; Thanet District Council, 
2008). Below, then, I detail the key aspects of the culture-led urban policy developed by 
Kent County Council as they have guided the recent regeneration strategies of the 
coastal towns of Margate and Folkestone, noting how such policies developed as a 
response to a range of economic and social shifts. This will provide the broad context 
for detailed discussion on culture-OHG XUEDQ SROLF\ DQG DUWLVWV· ODERXU LQ 0DUJDWH DQG




Figure 1 Map of Kent showing Margate in Thanet District and Folkestone in Shepway District.  
Kent is the southeastern most county in England. The Kent County Council (KCC) 
area has a population of over 1.4 million across 12 boroughs.1 A report commissioned 
by KCC for a vision of 21st Century Kent (Farrells, 2010) places Kent within the Greater 
6RXWK (DVW ¶WKH 8.·V RQO\ JOREDO VXSHU-UHJLRQ« >DEOH WR@ FRPSHWH ZLWK WKH PDMRU
UHJLRQDOHFRQRPLHVRI(XURSHWKH$PHULFDVDQG$VLD·S  
KHQW·V location ² adjacent to London and in close proximity to the European mainland 
² is regarded as having important beneficial effects.HQW·VHFRQRP\LV LQWHJUDWHGZLWK
/RQGRQ·V through those who commute into the capital DQG ¶VSLOO-RYHU· residential, 
industrial and commercial developments at places such as Kings Hill or Ebbsfleet. 
6LPLODUO\WKH&KDQQHO7XQQHO5DLO/LQNKDVDOORZHGIRUWKHGHYHORSPHQWRI WKH8.·V
only domestic high-speed rail service (High Speed 1 which opened in 2009) ² reducing 
journey times within Kent and between the county and London. Dover, meanwhile, 
remains an important port for cross-Channel freight and passengers. 
British architect Terry Farrell, through his architecture practice Farrells, has been 
involved in prRYLGLQJ¶PDVWHUSODQV·DQG¶VWUDWHJLFYLVLRQ·IRUXUEDQGHVLJQUHJHQHUDWLRQ
and redevelopment since the 1970s.2 ,Q .HQW KH ZDV ¶'HVLJQ &KDPSLRQ· IRU WKH
Medway and the Hoo Peninsula initiative in the mid-2000s. More recently, his practice 
has provided the Masterplan for the redevelopment of Folkestone Seafront3 and 
                                                   
1 This excludes the Medway towns which, though located within the ceremonial county of Kent, 
constitute a Unitary Authority. 
2 See terryfarrell.co.uk  
3 See folkestoneseafront.co.uk 
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worked on a major strategy document for Kent County Council: 21st Century Kent 
(Farrells, 2010). This document is somewhat bullish in its claims, suggesting that 
¶LQVSLUHG OHDGHUVKLS DQGD FRKHUHQW ORQJ WHUPYLVLRQZLOO VKDSH.HQW·V IXWXUH VXFFHVV·
(p.12), pronouncing that, by 2030: 
x ¶(EEVIOHHW ZLOO EH D EXVLQHVV DQG LQQRYDWLRQ ¶VXSHU-hub· LQ WKH 7KDPHV
*DWHZD\·S 
x ¶.HQWZLOOKDYHWKH8.·VPRVWGLVWLQFWLYHDQGWKULYLQJFRDVW·S . 
x New infrastructure will reinforce ¶.HQW·VVWUDWHJLFUROHLQWKHQDWLRQDOHFRQRP\·
S VR WKDW ¶WKH ´VW &HQWXU\ *DUGHQ RI (QJODQGµ KDV WKH PRVW YLJRURXV
UXUDOHFRQRP\LQWKH8.·S 
21st Century Kent GHOLYHUV D YLVLRQRI.HQW LQ OLQHZLWK.&&·V UHJHQHUDWLRn framework 
8QORFNLQJ.HQW·V3RWHQWLDO (KCC, 2009). This makes similar claims about the importance 
RI.HQW·VORFDWLRQ 
:HQHHGWRJUDVSWKHFRPSHWLWLYHDGYDQWDJHSURYLGHGE\.HQW·V
strategic gateway location between London and mainland Europe, 
which will be boosted by high-speed domestic services using the 
Channel Tunnel Rail Link in 2009, while property and labour costs 
DUHXSWRSHUFHQWFKHDSWKDQWKHFDSLWDO·VS 
8QORFNLQJ .HQW·V 3RWHQWLDO, however, also acknowledges the challenges facing Kent. It 
QRWHV WKDW WKH FRXQW\·V WUDGLWLRQDO LQGXVWULHV ² including shipbuilding and docks, mass 
tourism, paper and cement manufacturing, and coalmining ² ¶DOO IHOO LQ WR VKDUS
LUUHSDUDEOHGHFOLQH LQ WKH UHFHVVLRQRIWKH HDUO\V· S0RUHRYHU LWSRLQWV  out 
that Kent is below the rest of the South East of England in terms of gross value added, 
average earnings and skill levels (see Figures 2-4, below). This follows earlier research 
that similarly highlighted the need for diversification of local economies and strategies 
WRKHOSFRPPXQLWLHVWKDW¶VXIIHUIURPDODFNRIVNLOOVLQQRYDWLRQDQGHQWHUSULVH·.&&
2004: 15). As such, KCC point out that desirable, high value-added sectors ² ¶VXFKDV
pharmaceuticals, creative industries, avionics, environmental technologies, construction, 




Figure 2 Gross value added per head (£) (KCC, 2009: 20) 
 
Figure 3 £ weekly median earnings by workplace (KCC, 2009: 21) 
 
Figure 4 % working age population with ĂďĂĐŚĞůŽƌ ?ƐĚĞŐƌĞĞ ?ĞƋƵŝǀĂůĞŶƚŽƌŚŝŐŚĞƌƋƵĂůŝĨŝĐĂƚŝŽŶ (KCC, 2009: 22) 
Cultural Policy in Kent 
Having identified the creative industries as a sector for development in the county, 
KCC (2010c) went on to produce 8QORFNLQJ.HQW·V&XOWXUDO3RWHQWLDO&XOWXUDO 6WUDWHJ\ IRU
Kent 2010-2015. This notes the broad aims of the cultural strategy, wherein culture is 
valued for: 
its contribution to the wellbeing of the county, and « as a valuable 
WRROIRUWKHFRXQW\·VZRUNLQHFRQRPLFDQGVRFLDOUHJHQHUDWLRQ
tourism, environmental protection, planning, health, community safety, 
skills devHORSPHQWDQGHGXFDWLRQ·.&&FYL 
As such, they state that the first intention of the cultural strategy is to:  
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JURZ.HQW·VFUHDWLYHHFRQRP\E\EHLQJZHOFRPLQJDQGFRRSHUDWLYHKRVWVWRWKH
creative workforce«ZHZDQWWRVHFXUHDQGJURZRXUFUHDWLYe offer; 
grow a position which will stand out nationally by increasing the 
number of creative industries in the county; develop the right 
infrastructure to equip a Kent workforce to enter the sector and 
support our existing creative industries so that we will be regarded as 
a creative region. (KCC, 2010c: x, emphasis in original) 
Recognising extant investment, resources and projects ² such as the Whitstable 
Biennale and Folkestone Triennial, the good provision of studio space, and specialist 
education centres including three campuses of the University of the Creative Arts ² the 
strategy document highlights visual art DV DSULRULW\ DUHD ¶VR WKDW DUWLVWV DUWLVWV· VWXGLR
providers and visual arts audiences will come to Kent confident that they will be 
welcomed DQGUHZDUGHG·SYLLL 
 
Figure 5 From hŶůŽĐŬŝŶŐ<ĞŶƚ ?ƐƵůƚƵƌĂůWŽƚĞŶƚŝĂů(KCC, 2010c: xii) 
The promotion of the visual arts is, however, only one part of a general shift in policy 
awD\ IURP ¶WUDGLWLRQDO· LQGXVWULHV (DUOLHU UHVearch by Kent County Council identified 
WKH ¶development of the new knowledge-based economy (e.g. creative, hi-tech 
FRPSDQLHV·DVEHLQJ¶of great significance·.&&to the regeneration strategy. 
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7KH ¶NQRZOHGJH HFRQRP\· LV YLHZHG DV D PHDQV RI improving skills, providing better 
paid jobs and an economic base for a future RI ¶increased global competitiveness· 
Following this, 8QORFNLQJ .HQW·V &XOWXUDO 3RWHQWLDO, identifies creativity as an important 
SHUVRQDO DWWULEXWH DV LW ¶DIIHFWV WKHZD\SHRSOe perform in life and in business, and is 
recognised as the likely most in-demand attribute for the workforce in the growing 
NQRZOHGJHHFRQRP\· KCC, 2010c: 9). KCC, therefore, aim to encourage creativity in 
VFKRROV ¶WRFUHDWH LQWULQVLFDOO\YDOXDEOHVNLOOV IRU OLIHDQGHPSOR\PHQW·S 6LPLODUO\
they aim to provide information to, and facilitate the re-training of, those seeking to 
HQWHU¶LQWRIXOILOOLQJHFRQRPLFDOO\HVVHQWLDOUROHVLQFXOWXUHDQGFUHDWLYLW\·S  Though 
what this might mean in practice is perhaps underdeveloped, the strategy importantly 
goes on to note a need to challenge practices that lead to inequalities in the creative 
workforce: 
the field is still dominated by use of personal contacts, or financial 
support from family to subsidise unpaid internships. Kent must 
ensure that in developing its sector it addresses the causes of this 
WUHQGDQGZRUNVWRFRUUHFWLW,IZHGRQ·WZHZLOOEHLJQRULQJWKH
contribution that a wide and diverse potential workforce could make. 
(KCC, 2010c: 7) 
The strategy is also cautious about the effects of a purely culture-led regeneration, 
DUJXLQJWKDWWKHUHLVDQHHGIRUD ¶FRPSOH[QHWZRUNRI LQYHVWPHQW«OLQNHGWRSDUDOOHO
programmes such as marketing, economic development and other physical regeneration 
sucKDVDWWHQWLRQWRSXEOLFUHDOP·S 
Kent County Council are hence promoting strategies designed WRWDNHDVKDUHRI¶RQHRI
WKH HFRQRP\·V PRVW UREXVW VHFWRUV« DQ LPSRUWDQW VRXUFH RI LQQRYDWLRQ«>that] can 
create new markets, productivity growth, spillovHUVDQGLPSURYHGHIILFLHQF\·S0RUH
than that, however, they portray FXOWXUH DV ¶WKHPRVW LPSRUWDQW IDFWRURIRXU LGHQWLW\
our sense of ourselves as emotional DQGLQWHOOHFWXDOEHLQJV·S6XFKUKHWRULFFDQEH
viewed as in line with the more general espousal of culture-led urban policy in the UK 
as outlined in Chapter Three. Culture and creativity are being promoted by KCC 
because, as per the ideas of Richard Florida (2002: 21) about the pivotal role of the 
¶FUHDWLYHFODVV·LWLVYLHZHGDVD¶GHILQLQJIHDWXUHRIHFRQRPLFOLIH«[valued] because new 
technologies, new industries, new wealth and all other good economic things flow from 
LW· Kent is looking to replace declining industries by re-configuring the county as an 
attractive site for investment for growth sectors: culture is viewed as a tool to do more 
than simply provide economic growth, and is a means to deliver a range of additional 
positive outcomes socially, culturally and environmentally. 
These efforts to promote cultural regeneration have included multiple initiatives at the 
county level. For example, KCC runs the Kent Arts Investment Fund as a means by 
which to support arts groups whose activity is viewed as helping to deliver the strategic 
SULRULWLHV RXWOLQHG LQ WKH FRXQW\·V FXOWXUDO VWUDtegy. The Council also backed the 
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(unsuccessful) bid for East Kent ² including Margate and Folkestone, alongside 
Ashford, Canterbury and Dover ² to become the DCMS sponsored UK City of 
Culture, 2017. However, 8QORFNLQJ .HQW·V &XOWXUDO 3RWHQWLDO points out that while it 
SURYLGHV D YLVLRQ IRU WKH FRXQW\ LW LV WKH LQGLYLGXDO ERURXJKV WKDW ZLOO EH WKH ¶PRVW
signiILFDQWLQYHVWRUVLQFXOWXUH·.&&Fviii). The impetus for arts-led regeneration 
will, therefore, have to come from local authorities. The priority these strategies are 
afforded, then, will clearly differ according to the cultural assets of towns as well as the 
perceived need for economic revitalisation. As such, it is perhaps unsurprising that 
efforts to promote the visual arts have been particularly pronounced in the less 
prosperous coastal towns of East Kent. 
Seaside Regeneration and the East Kent Coast 
Coastal towns may be viewed as fitting in with the narratives of decline that apply to 
many of the deindustrialised manufacturing areas of the UK, and therefore are prime 
candidates for the same kinds of responses based on culture and creativity as the means 
RIVHFXULQJD¶SRVW-LQGXVWULDO·IXWXUH+RZHYHUVXFKFRPSDULVRQVVKRXOGEHDSSURDFKHG
with caution. Coastal towns developed, prospered and declined in particular ways that 
may be linked with national economic fortunes but also are distinct from them. Shah 
 QRWHV FRDVWDO WRZQVKDYH ¶ZLGH DQGYDULHG·KLVWRULHV DV ¶fishing towns (e.g. 
Whitby) and marine ports (e.g. Portsmouth), and concurrently also as spas (e.g. 
Scarborough), and coastal holiday resorts (e.g. Blackpool)·$VVXFKUHVHDUFKFRPSDULQJ
coastal towns needs an appreciation of the differences and the particularities of the 
coastal town under discussion, and how it may differ from other kinds of places (Beatty 
et al., 2008; Smith, 2004). 
For example, a common narrative about coastal towns is that of economic decline, often 
linked to the impact of the increased availability of overseas travel and concomitant 
reduction in the number of holiday-makers heading to coastal resorts (Beatty & Fothergill, 
2003; Centre for Social Justice, 2013; KCC, 2004; 2009; Powell & Gray, 2009; Shared 
Intelligence, 2008). However, earlier research by Beatty and Fothergill (2003) notes that 
this loss of economic basis has not proceeded in the same ways as deindustrialisation in 
the towns and cities of Northern England and other older industrial areas: 
Economic adaptation has taken place more smoothly in seaside towns 
WKDQLQ%ULWDLQ·VROGHULQGXVWULDODreas. The summer core holiday trade 
is not what it was in the 1950s or 60s, but the tourist trade has moved 
into new markets and the towns have avoided the worst consequences 
of economic specialisation. (Beatty & Fothergill, 2003: 105) 
In contrast to other towns in England, where a factory or mine might close quite rapidly 
² quickly undermining its economic base ² research on behalf of the South East 
England Development Agency points out that decline in coastal towns has happened 
much more slowly (New Economics Foundation, 2005). The report goes on to note 
that while this may have given seaside towns time to adapt, the reality has been that 
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decline, though identified in the 1960s, was not recognised as a policy issue until around 
2000, stifling access to regeneration funds and further entrenching problems (p.14). 
Beatty and Fothergill (2003) go on, therefore, to highlight that coastal towns continue to 
face a range of economic and social challenges. A later benchmarking report for the UK 
*RYHUQPHQW·V 'HSDUWPHnt for Communities and Local Government (Beatty et al., 
2008) provides further evidence. In an overview of the 37 largest seaside towns in 
England (see Figure 6), it notes that, when compared to the British average, they have: 
x higher unemployment 
x lower skill levels and achievement 
x higher levels of individuals claiming unemployment benefits 
x substantially lower earnings 
x generally lower Gross Value Added per head, and;  
x higher levels of deprivation 
 
Figure 6 Map of the 37 coastal towns included in England's Seaside Towns: A 'Benchmarking' Study 
(Beatty et al., 2008: 14) 
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While they note variation in these issues between the English seaside towns included in 
their study ² Greater Worthing being markedly less disadvantaged than Torbay, for 
example ² they suggest that, overall, they are ¶rather more disadvantaged than the rest 
of the country·S 
Yet, while higher skilled people tend to move away from the coastal towns where 
suitable employment is lacking, these towns have not seen the net out-migration that 
affects some deindustrialising areas. In-migration, however, has come from those who 
DUH HFRQRPLFDOO\ LQDFWLYH RU ¶ZLQGLQJ GRZQ· WKLV LQFOXGHV ROGHU SHRSOH ZKR KDYH
retired, or are about to. Coastal towns aUH DOVR ¶often thought to draw in benefit 
claimants from neighbouring areas and elsewhere·%HDWW\	)RWKHUJLOODVWKH\
can provide cheaper housing than available elsewhere. The 2013 Turning the Tide report 
by the centre-right Centre for Social Justice (CSJ) UHSHDWVWKLVFODLPVXJJHVWLQJWKDW ¶a 
depleted economy and a low-skills base· has driven down the price of property so that 
buildings previously used for tourist accommodation and small businesses have been 
converted into extremely cheap housing, turning some seaside towns into ¶veritable 
dumping grounds· for disadvantaged groups (CSJ, 2013: 6; see also Buck et al., 1989; 
Powell & Gray, 2008). 
6PLWKVXJJHVWVWKDWZKHUH¶VXVWDLQDELOLW\·ZDVWKHEX]]ZRUGGXULQJWKHVIRU
seaside resorts looking to boost tourism, the concept of cultural regeneration gained 
traction in its stead through the early 2000s. Shah (2011: 55) maintains that such cultural 
DSSURDFKHV WR FRVWDO UHJHQHUDWLRQ DUH VWUHQJWKHQHG E\ ¶D long-standing relationship·
betweHQDUW DQG WKH VHDVLGH DV ¶the varied coastline provides an emotional setting for 
artists·'DUZHQWGHPRQVWUDWHVWKLV OLQN DVKHXVHV-0:7XUQHU DVWKHIUDPLQJ
mechanism for a trip around some of the Kent coast. Moreover, seaside towns, in 
particular, may be susceptible to a cultural re-imagining as they have long engaged in 
place-SURPRWLRQ DQG XQGHUWDNHQ VWUDWHJLHV IRU UHLQYHQWLRQ ZKHUHE\ ¶SDUWLFXODU VRFLDO
UHODWLRQVKLSV LPDJHV DQG LGHDV RI VRFLDO FODVV ZHUH PDQDJHG DQG PDQLSXODWHG· *UD\
2006: 66) to meet changing tastes. This attention to culture also conforms to existing 
national policy trends (see above; Chapter 3). The DCMS Sea Change programme 
(2008²2010), for example, provided £37 million to projects that used ¶culture to make a 
difference to seaside resorts, contributing to sustainable, social and economic 
UHJHQHUDWLRQ· %23 &RQVXOWLQJ   ([DPSOHV RI VXSSRUWHG SURMHFWV LQFOXGH
galleries and public art installations in Bexhill-on-Sea, Ilfracombe and Hastings.  
A review by Kent County &RXQFLO RQ WKH UHJHQHUDWLRQ RI (DVW .HQW·V FRDVWDO WRZQV
suggests that the circumstances facing these places are not so different than the 
challenges facing many other coastal communities: 
East Kent coastal towns have an ageing and transient population, are 
affected by their remoteness, changing demands and balancing the 
needs of day-trippers and residents. Specific issues can be summarised 
as above average levels of unemployment, employment typified by low 
paid or part-time/seasonal jobs, an ageing population, net outflow of 
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skilled workers, a large influx of long term unemployed, and large 
numbers of people claiming welfare benefit. There has also been a 
reduction in investor confidence. (KCC, 2004: 6) 
However, it is worth noting variation between coastal towns in East Kent. Even in 
2004, KCC noted that Whitstable was a popular tourist destination that was able to tap 
new markets for gastronomic tourism (with the oyster festival an important draw). The 
2008 benchmarking report cites Whitstable as one of the strongest seaside economies 
(Beatty et al., 2008: 65). This thesis, however, focuses on Margate and Folkestone, two 
coastal towns in East Kent that have much weaker economies and higher levels of 
deprivation (Ewbank, 2011; Powell & Gray, 2009; ONS, 2011; Shared Intelligence, 
2008b). The cultural policies of Margate and Folkestone have been developed in this 
context. 
Margate and Folkestone provide interesting cases for a number of reasons. As noted 
above, they add to a paucity of literature on culture-led regeneration in smaller towns, 
and make a timely contribution to current debates on seaside towns. They also offer 
similarities and contrasts. Both are terminal points for High Speed 1 services, 
strengthening ties with a global city, but they developed as, and still are relatively 
LVRODWHG¶HGJH·VSDFHV,QWHUYHQWLRQVLQERWKWRZQVKDYHGHYHORSHGLQOLQHZLWK&RXQW\
&RXQFLODQGQDWLRQDOSROLF\EXWDUHSURFHHGLQJLQGLIIHUHQWZD\V0DUJDWH·VIRFXVLVWKH
publically-funded, top-down development of an iconic building to house a 
contemporary art gallery. Folkestone, meanwhile, is subject to a form of private 
philanthropy that is seeking to attract artists, practitioners and cultural businesses into 
the Creative Quarter. Exploring the labour of artists in these contexts allows for 
comparisons and parallels to be drawn, extending the breadth of the research without 
choosing such disparate cases that the depth of the research is compromised.  
The following sections will provide some historical background for each town and 
provide an overview of the cultural policies and interventions each is subject to, noting 
that the attraction of the cultural and creative industries, and the visual arts in particular, 
LV NH\ WR WKHLU UHJHQHUDWLRQ VFKHPHV ,Q HDFK FDVH WKHUH DUH FHQWUDO LFRQLF ¶IODJVKLS·
LQWHUYHQWLRQV DQG WKH FUHDWLRQ RI FXOWXUDO TXDUWHUV WR UHGHYHORS DQG V\PEROLFDOO\ ¶UH -
LPDJH·WKHWRZQVWR¶SURPRWHD´OLYDEOHµDQG´beautLILHGµ urban core·0DWWKHZV
<HWZKLOH HDFK WRZQ VKDUHV WKHJHQHUDO ORQJVWDQGLQJ DLPRI IRVWHULQJ ¶a more 
diverse economy, raise economic activity and increase capacity knowledge and skills ·
(KCC, 2004: 7), important differences will also be highlighted in their extant cultural 
resources and current economic and social situations, and further differences in the 
cultural strategies favoured in each place. 
1.2.2 Margate 
The Thanet district is located on the north-east tip of Kent. It has a population of just 
RYHU  RI ZKLFK  OLYH LQ 0DUJDWH RQ WKH GLVWULFW·V QRUWKHUQ FRDVWOLQH
Margate had a long history as a popular tourist destination within the UK, dating back 
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to the 18th century. Newspaper notices advertising MaUJDWH·V ILUVW VHD-water bath 
DSSHDUHG LQ EHJLQQLQJ WKH WUDQVIRUPDWLRQRI ¶DSRRUSLWLIXOSODFH· -RKQ0DFN\
quoted in Barker et al., 2007: 7) into a fashionable resort. Hasted (1800: n.p.) notes that 
Margate developed: 
XQH[SHFWHGO\«WRZHDOWKDQGFRQsequence, owing principally to the 
universal recommendation of sea air and bathing, and the rage of the 
Londoners at the same time of spending their summer months at 
those watering places situated on the sea coast; and when it came to be 
known that the shore here was so well adapted to bathing, being an 
entire level and covered with the finest sand, which extends for several 
miles on each side the harbour, and the easy distance from the 
metropolis, with the conveniency of so frequent a passage by water, it 
gave Margate a preference before all others, to which the beauty and 
healthiness of it, and of the adjoining country, contributed still more. 
,WV SUHYLRXV DIIOXHQFH LV VWLOO YLVLEOH LQ WKH WRZQ·V ULFK DUFKLWHFWXUal heritage but, as 
Pomery (2003: 15) points out, the built environment has suffered from a lack of 
investment as the town has entered a period of decline. The town was badly damaged in 
World War II, and again by severe storms in 1953 and 1978 (Barker et al., 2007: 51). 
These factors exacerbated its vulnerability to the increasing number of British 
holidaymakers heading overseas, a trend that resulted in many seaside towns losing their 
economic rationale (Centre for Social Justice, 2013; Shared Intelligence, 2008b). Today 
it is one of the most deprived areas in the country (Beatty et al., 2008), a place that the 
Centre for Social Justice think-tank suggests is: 
LQDQDGYDQFHGVWDWHRIGHFOLQH«>0DUJDWHLV@PRUHFRPPRQO\NQRZQ
for high levels of deprivation, child poverty, drug addiction and 
educationaOIDLOXUH«,QWHUPVRIRYHUDOOGHSULYDWLRQDSSUR[LPDWHO\
per cent of neighbourhoods in Margate are in the poorest 10 per cent 
of the country. A third of children live below the financial poverty line, 
more than a third of pupils at Margate schools are eligible for Free 
School Meals, and 70 per cent of households are recorded as being 
deprived according to at least one measure. (CSJ, 2013: 13) 
This is reflected in its Index of Multiple Deprivation4 rankings which, out of over 
32,000 output areas in England, place most of the town within the 20% most deprived 
areas. Two areas, around the centre of Margate, are in the most deprived 0.3% with a 
further three areas within the 5% most deprived in England and Wales (Figure 7; ONS, 
2010). These factors leave Fleming (2008a) to suggest that Margate is on the edge: 
                                                   




environment to an increasingly diverse and disadvantaged population that has been 
VTXHH]HGWRWKHHGJHVRIVRFLHW\·S 
 
Figure 7 Levels of Multiple Deprivation in Margate relative to national figures (ONS, 2011) 
Focussing in particular on Margate Central and Cliftonville West wards ² which cover a 
principal residential area and the majority of the town centre ² a study for the Margate 
Renewal Partnership (MRP) highlighted some key issues: 
Historic dependency on a declining tourism sector and a fragile 
economic base ² over 1,000 jobs were lost in the two wards between 
2003 and 2006; 
A profoundly unbalanced housing market with high and increasing 
numbers of private rented properties, and benefit-dependant 
households; 
In-migration of economic migrants and the placement of looked 
after children and other vulnerable groups; 
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Entrenched and interlinked cycles of deprivation, ill health and 
incapacity, and worklessness ² over a third of working age residents 
in the two wards are out of work and claiming benefit, more than 
three times the regional rate; and 
A lack of social cohesion within and between older and newer 
communities, and high levels of crime ² recorded crime in Margate 
Central is four times the Thanet average.  
(Shared Intelligence, 2008a: 4-5) 
7KH UHSRUW SURGXFHG D ¶6HYHQ-3RLQW $FWLRQ 3ODQ IRU 0DUJDWH 5HQHZDO·, the first two 
SRLQWVRIZKLFKKLJKOLJKWDQHHGWR¶Regenerate the centre of Margate and improve the 
public realm· DQG ¶Diversify the local economy and create jobs· (p.46). The actions 
identified to meet these aims highlight the key role of a culture-led strategy in tackling 
the regeneration of Margate, indeed, the report states that D ¶ZHOO-developed creative 
sector is a key element of the vision for MargatH· p.14). This strategy prefigures the 
wider county-level strategy outlined in 8QORFNLQJ.HQW·V&XOWXUDO3RWHQWLDO (2010c) but can 
be viewed as in line with the earlier regeneration review completed for Kent County 
Council (2004: 37) that links tourism, economic and social benefits, and stresses the 
LPSRUWDQFHRIFXOWXUHLQ¶DGGLQJYDOXH· 
Culture-led Regeneration in Margate 
The Romantic painter JMW Turner (1775-1851) lived for a period in Margate and was 
inspired to create some of his most famous work by the local coast (Pomery, 2003); taking 
WKLVDVDFXHFRQVWUXFWLRQRID7XUQHUJDOOHU\LQ0DUJDWH¶ZDVFRQFHLYHGDVDFRPSOHPHQW
DQGFDWDO\VW·SIRUUHJHQHUDWLQJWKH DUHDE\ERWK.HQW&RXQW\&RXQFLO DQG7KDQHW
District Council (TDC). While the initial architectural design ² GHVFULEHGDV ¶LQQRYDWLYH
EXWFRQWURYHUVLDODQGFRVWO\·&XOWXUH² and schedule were not kept to, funding 
was secured in 2008 from Arts Council England, the South East Economic Development 
Agency and private backers to construct what would become the Turner Contemporary 
on land provided by TDC in the Margate Central ward. The gallery opened in 2011.  
As originally conceived, the Turner Contemporary would be only a part of a larger 
project that would address the experience of visiting Margate, encourage arts 
participation through a programme of audience development work, and help to address 
¶TXDOLW\RIOLIHLVVXHV·Pomery, 2003: 16). To this end the Margate Renewal Partnership 
(MRP) was founded in 2006 to develop and implement regeneration projects identified 
LQ WKH 0DUJDWH ¶PDVWHUSODQ· 7LEEDOGV  7KLV IDU-reaching document sought to 
radically transform Margate, establishing 
a mix of uses and activities together with a quality of environment 
that will encourage people to live, to work and to visit Margate in the 
face of competition from holiday destinations in this country and 
RYHUVHDVDQGIURPODUJHUFRPPHUFLDODQGUHWDLOFHQWUHV«S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The Turner Contemporary and adjacent Old Town were identified as key steps to 
completing this. MRP confirmed this view in 2009, stating that: 
7KH2OG7RZQZLOOEHWKHFHQWUHRIWKHQHZ¶&UHDWLYH4XDUWHU·
anchored by Turner Contemporary. The Creative Quarter will be the 
hub of a thriving arts community with galleries, studios, restaurants 
DQGDUDQJHRIERXWLTXHVDQGLQGHSHQGHQWVKRSV«MRP, 2009: 3) 
7KHLURXWORRNLV LQIRUPHGE\WZRSLHFHVRIFRPPLVVLRQHGUHVHDUFKWKDW ¶FXWDFURVVDOO
VWUDQGV RI DFWLYLW\ ZLWKLQ WKH 053 ,PSOHPHQWDWLRQ 3ODQ· S A Cultural Vision for 
Margate: Creative Margate 10 Year Delivery Plan (Fleming, 2008a) and Project Margate Culture 
² A Cultural Toolkit for Margate (Fleming, 2008b). These documents envision Margate in 
2018 as a renaissance town that is ¶brimming with confidence· WKDQNVWR¶a serious and 
committed engagement with culture as a tool for economic vitality, social cohesion, well 
EHLQJDQGFLYLFSULGH·E 4). They argue WKDW ¶SDUWLFLSDWLRQLQFXOWXUDODFWLYLW\FDQ
UDLVH WKH SRWHQWLDO RI LQGLYLGXDOV« DQG WKH DELOLW\ WR DFFHVV pathways to creative 
HFRQRP\DFWLYLW\·S-4). Referencing the Creative Britain report by the Department of 
&XOWXUH 0HGLD DQG 6SRUW  )OHPLQJ DUJXHV WKDW GHYHORSLQJ D ¶YLEUDQW FUHDWLYH
HFRQRP\·DGGV 
value to other sectors of the economy (such as through the influence 
of design on competitiveness), provides jobs and operates as a critical 
attractor to an increasingly mobile population of discerning 
knowledge workers and cultural tourists. (Fleming, 2008a: 10) 
As such, a ¶9LVLRQLQJ7KHPH· LGHQWLILHG by Fleming for Margate is to make the town a 
¶SODFHRIFXOWXUDOHQWUHSUHQHXULDOLVPDQGFUHDWLYHEXVLQHVV·Fleming, 2008b: 24), arguing 
that a culture-led strategy needs to understand both consumption and production as 
interdependent, and that both are reTXLUHGWRHQVXUHWKDWFXOWXUHFDQ¶SOD\DIXOOUROHDW
WKHKHDUWRIWKH WRZQ·V UHQDLVVDQFH· S ,I7XUQHU&RQWHPSRUDU\ FDQEHYLHZHGDV
providing the main driver to cultural consumption, a commitment to production is 
SHUKDSV YLVLEOH LQ 053·V Cultural Vision, which includes in its key objectives the 
SURYLVLRQ RI ¶VXVWDLQDEOH DUWLVW OHG DQG ZHOO PDQDJHG FUHDWLYH ZRUNVSDFH LQ 0DUJDWH·
(2008: 6). Moreover, Fleming (2008a) identifies Margate as a place in which those 
FUHDWLYHSUDFWLWLRQHUV¶ZKRQHHGLW·FDQ KDYH¶YLVLELOLW\DQGYRLFH·DQG¶ZKHUHDUWLVWVDQG
creative businesses can be part of something ² DPRYHPHQWDVFHQHDSURMHFW·S 
Thanet District Council, then, is employing culture-led regeneration as an important 
part of its renewal strategy for Margate. The plan is focussed on the development of the 
Turner Contemporary gallery and the Old Town to create an attractive space for 
visitors, and for cultural entrepreneurs. From this, TDC hopes to realise a range of 
economic and social benefits. While the Turner Contemporary has exceeded 
expectations in terms of visitor numbers ² 300,000 within 6 months, a figure that is 
double its annual estimate (Bates, 2011), and one million by 2013 ² 0DUJDWH·V GHHS-
seated and complex problems will mean that measuring the success of the regeneration 
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strategy, and the role that culture plays in it, will take time to properly assess. Certainly, 
while by 2013 the Centre for Social Justice were reporting that the Turner 
&RQWHPSRUDU\¶KDVKHOSHGVLJQDODFKDQJHLQDWWLWXGHV·&6-DQGHQFRXUDJHG
further investment, it points out that Margate remains multiply challenged. As such 
while some national, and international, press depicts the town as undergoing cultural 
renaissance ² Barton (2013) and Shaftel (2014) have both written positively about the 
town for the New York Times (see also, Aitch, 2013; Darwent 2012; Jones, 2012; Philips, 
RWKHUUHSRUWVFRQWLQXHWRSOD\RQLWV LPDJHDVD ¶GXPSLQJJURXQG·IRUWKHSRRU
and marginalised, as in, for example, The Huffington Post (2013) or the incredulous 
UHVSRQVHVWR0DUJDWHEHLQJOLVWHGDVD¶0XVW6HH·WRXULVWGHVWLQDWLRQ(OOLVRQ/HHV
& McKiernan, 2013; Smith, 2012). 
1.2.3 Folkestone 
Folkestone is a town LQ.HQW·VShepway district; it is situated almost at the south east tip 
of England between the North Downs and English Channel. Shepway is largely rural, 
FRPSRVHGPRVWO\RIVPDOOWRZQVDQGYLOODJHV2IWKHDUHD·VUHVLGHQWVRYHUKDOI
(60,039) live in what Shepway District Council defines as WKH¶XUEDQDUHDIRU 6KHSZD\·
(2012: 8). This is composed of the continuous built-up area of Folkestone, Sandgate and 
Hythe, with Folkestone accounting IRURYHURIWKHXUEDQDUHD·VUHVLGHQWV216
2004). 
Contemporary accounts of the town play on a melancholic imagery of a once genteel 
Edwardian seaside resort and thriving port that is faded, shabby and in decline 
(Ewbank, 2011; Gold, 2006; Sweet, 2005). A 1989 article from The Independent notes the 
¶PRGHUQSDVVLQJRIDYLQWDJHSRUW· 
Folkestone developed too late to enjoy the gloss of charming 
Regency seaside terraces, like Dover and Ramsgate, but it has a 
rugged, unpretentious character typical of Kent, while parts of the 
ROGWRZQDOPRVWDGPLWRISUHWWLQHVV«7KHVLWXDWLRQRI)RONHVWRQHLV
dramatic and fine. Between two headlands, a steep valley runs to the 
sea and harbour. The upper parts of this valley are filled with solid 
Victorian terraced houses and crossed by the great brick viaduct that 
FDUULHVWKHUDLOZD\RQWR'RYHU«2QWKHHDVWVLGHRIWKLVYDOOH\LV
East Cliff, not much built up before open countryside is reached, 
stretching away to Shakespeare's Cliff and Dover. On top are the 
remains of Martello towers ² products of distant days when we 
ZLVKHGWRNHHSWKH)UHQFKRXWUDWKHUWKDQEULQJWKHPLQ«Needless to 
say, the twentieth century has been less kind to Folkestone«6WDPS
51, emphasis added) 
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The arrival of the railway to Folkestone in 1843 and the intervention of the Earl of 
Radnor meant that WKHWRZQZDVDEOHWRGHYHORSIURP¶WKHVPDOOUDWKHUVTXDOLGWown of 
 LQWR D IDVKLRQDEOH UHVRUW DQG FURVV FKDQQHO SRUW· :KLWQH\  %\ LWV
(GZDUGLDQKH\GD\)RONHVWRQH·VSRSXODWLRQZDVRYHUHLJKWHHQWKRXVDQGDQGLWERDVWHG
WKH ¶%DWKLQJ(VWDEOLVKPHQW WKH3OHDVXUH*DUGHQV7KHDWUH WKH9LFWRULD3LHU WKH/HDV
SKHOWHU DQG WKH5DGQRU&OXE WR FDWHU WR YLVLWRUV· DWWUDFWLQJ WKH VREULTXHWV RI ¶Floral 
Folkestone·, ¶Fashionable Folkestone· and ¶Gem of the South Coast·. 
 
Figure 8 A view of Folkestone from East Cliff, 1851 (Rock & Co., c.1854) 
'XHWRWKHWRZQ·VSUR[LPLW\WRPDLQODQG(XURSHKRZHYHUWKH)LUVWDQG6HFRQG:RUOG
:DUV SURYHG GLVUXSWLYH WR WKH WRZQ·V VWDWXV DV WRXULVW GHVWLQDWLRQ Writing almost a 
decade after the end of the Second World War, Hickingbotham (1954) noted that some 
war damage had not been repaired and that cross-Channel services were still yet to 
reach the same levels as seen in the inter-ZDUSHULRG)RONHVWRQH·VUROH as a traditional 
English holiday resort was deemed over and from the 1960s the town was in decline: 
The town was going down and down and down; gradually it lost its 
grandeur, its heart. It all seemed inevitable ² much of the time the 
council just saw its job as managing gentle decline. (Philip Carter, 
former council leader of Folkestone, quoted in Ewbank, 2011: 14) 
7KHUH ZHUH EULHI SHULRGV RI UHODWLYH SURVSHULW\ DV WKH WRZQ·V KDUERXU PHW FKDQJLQJ
demands ² introducing new roll on²roll off vehicle ferries in the 1970s and by running 
¶ERR]HFUXLVHV·5 during the 1990s ² and work on the Channel Tunnel during the 1980s 
DQG ¶V WHPSRUDULO\EURXJKW LQ WKRXVDQGVRIZRUNHUV&RPSHWLWLRQ IURP WKHSRUWRI
                                                   
5 Alcohol and tobacco was significantly cheaper in France and attracted no duty when imported for 
personal use. This meant that British consumers could make day-trips to the continent to buy personal 
supplies of both and still make savings. Changes in European Union law from 1999, however, meant that 
such savings were reduced and the popularity of the booze-cruise greatly diminished (Hendy, n.d.). 
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Dover and the completed Tunnel meant that b\WKHHQGRI¶Folkestone Harbour 
FHDVHGWRH[LVWDVDFURVVFKDQQHOSDVVHQJHUSRUWIRUWKHILUVWWLPHLQLWVKLVWRU\·+HQG\
QG 7KXV )RONHVWRQH ¶ZLWK LWV IHUU\ LQGXVWU\ IDWDOO\ XQGHUPLQHG E\ WKH HDVH DQG
convenience of the tunnel, was left higher and drier than evHU·(ZEDQN 
Folkestone now suffers from some serious social problems, focussed in particular on its 
central and eastern areas. In 2003 the Harvey Central ward was worst in Kent for health 
deprivation, worst in the South East for unemployment and in the 0.4% most deprived 
parts of the UK. Thirty-four percent of the working-age population was in long-term 
unemployment and had no formal qualifications (Ewbank, 2011: 31). The Atlas of 
Deprivation (ONS, 2010) listed nine areas of Folkestone, which cover most of the town, 
as within the 20% most deprived in England. Of these, three were in the 5% most 
deprived )RU (ZEDQN WKHQ ¶LQGLFDWRUV RI GHSULYDWLRQ WROG D FRQVLVWHQW VWRU\
)RONHVWRQHZDVIDLOLQJWRWKULYH· 
Hope for the future comes, in part, from another railway project; in 2009 High Speed 1 
began operating services from Folkestone to London in under an hour. Even three 
years before it opened it had already had a dramatic effect on, if nothing else, house 
prices (Law, 2006: 8). Opening after the start of the ongoing financial crisis, however, it 
is perhaps difficult to disentangle its effects from external economic pressures, and 
accurately gauge how successful the project has been. Shepway District Council (2012: 
10) remains confident that it will prove to be beneficial, and further notes that the 
WRZQ·V SUR[LPLW\ WR FRQWLQHQWDO (XURSH DQG LWV URDG DQG UDLO OLQNV ZLWK /RQGRQ DQG
Europe ² the M20 motorway links London to Folkestone, and the near-by town of 
Cheriton for road traffic access to Eurotunnel services ² are amongst its key strengths: 
Following major investment in transport networks, the district is in a 
recognised gateway location between the UK and mainland Europe, 
with access to the continent via the Channel Tunnel. (SDC, 2012: 15) 
7KLV DVVHVVPHQW FRPHV IURP 6'&·V SURSRVHG ORFDO GHYHORSPHQW IUDPHZRUN ZKLFK
LGHQWLILHV WKUHH ¶VWUDWHJLF QHHGV· DV WKH &RUH 6WUDWHJ\ IRU WKH ORQJ-term future of the 
district: 
Strategic Need A: The challenge to improve employment, 
educational attainmHQWDQGHFRQRPLFSHUIRUPDQFHLQ6KHSZD\« 
Strategic Need B: The challenge to enhance the management and 
PDLQWHQDQFHRIWKHULFKQDWXUDODQGKLVWRULFDVVHWVLQ6KHSZD\« 
Strategic Need C: The challenge to improve the quality of life and 
sense of place, vibrancy and social mix in neighbourhoods, 
particularly where this minimises disparities in Shepway. (SDC, 2012: 
29-30) 
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Within Strategic Need A SDC notes nine aims, which include ² alongside general 
WDUJHWV VXFK DV ¶LQFUHDVH WKH SRSXODWLRQ RI VHWWOHPHQWV DQG WKHLU SURVSHULW\· S ² 
those to which culture-led interventions will play a role. For example: 
A2: Enhance the viability/vitality and appeal of Town Centres; with 
Folkestone as a major commercial, cultural and tourism centre 
featuring upgraded connections DQGSXEOLFUHDOP« 
A4: Grow the proportion of residents with higher level 
TXDOLILFDWLRQV« 
A6: Maximise the efficient use of infrastructure and secure further 
improvements unlocking the development of priority sites, 
FRPPXQLWLHVDQGDUHDV« 
A8: Regenerate deprived neighbourhoods, including Central and 
Northern Folkestone and in pockets within Romney Marsh 
A9: Expand cultural and creative activity in the district, with 
refurbished premises and spaces in Folkestone's old town forming a 
vibrant Creative Quarter (p.29) 
$VVXFK6'&QRWHWKDWIRUWKHGHOLYHU\RILWV&RUH6WUDWHJ\IRU)RONHVWRQHWKHWRZQ·V
&UHDWLYH4XDUWHUKDV D UROH LQSURYLGLQJ ¶UHJHQHUDWLYHEHQHILWV WKURXJKHQKDQFLQJ WKH
cultural and commercial appeal, social vibrancy and provide property market impetus 
IRU WKH ZLGHU WRZQ· S DQG UHSUHVHQWV ¶PDMRU RSSRUWXQLWLHV IRU GHYHORSPHQW WR
contribute to strategic needs and to upgrade the fabric of the town drawing from its 
SDVWDQGSRWHQWLDOVHQVHRISODFH·S,W LV LPSRUWDnt to note, however, that while 
SDC is encouraging the development of the Creative Quarter as part of the Core 
Strategy it is not a Council-led project. 
The Creative Quarter and the Creative Foundation 
Speaking in 2010, Paul Carter, WKH/HDGHURI.HQW&RXQW\&RXQFLOQRWHG WKH ¶unique 
SRWHQWLDO· RI )RONHVWRQH JRLQJ RQ WR VXJJHVW WKDW OLNH :KLWVWDEOH6 the town could 
expect to develop as a popular place for artists thanks to its location. This would 
KDSSHQ WKURXJK ¶QDWXUDO SURJUHVVLRQ· DQG ¶WKH FRQWULEXWLRQ WKDW LV DOUHDG\ KDSSHQ ing 
WKURXJK5RJHU'H+DDQ·TXRWHGLQ-DPLHVRQHQS 
Roger De Haan is a businessperson born in Folkestone, who owned and ran the Saga 
group of companies7 from 1984 until 2004, when he sold it for £1.35 billion. Alongside 
Nick Ewbank ² a specialist in arts-led regeneration ² Roger De Haan established the 
                                                   
6 A seaside town on the north Kent coast, popular as a tourist destination and known for its arts scene, 
including galleries, studios and events such as the Whitstable Biennale. 
7 Saga is, perhaps, best known for providing holidays and financial services to the over-50s. It was 
IRXQGHGE\5RJHU'H+DDQ·VIDWKHUDQGFRQWLQXHVWREHKHDGTXDUWHUHGLQ)RONHVWRQH 
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Creative Foundation in 2001. This was borne from their involvement with )RONHVWRQH·V 
Metropole Arts Centre; De Haan joined the struggling arts organisation as Chair of the 
Board, headhunting Ewbank as the new Director. Understanding that the Metropole 
Arts Centre was unsustainable ² they argued that the building was not suitable for use 
as a modern arts venue and it lacked an audience ² LWZDVGHFLGHG¶WRZRUNWRZDUGVD
new cultural centre·WKDW(ZEank (2011: 22) argues would ¶build audiences« win hearts 
and minds; «>DQGSRWHQWLDOO\@ EHJLQWRWUDQVIRUPDZKROHWRZQ· 
This plan developed to focus not on a new arts centre, but instead on the production 
and implementation of a cultural regeneration master plan that would develop 
)RONHVWRQH·V2OG7RZQ. This area, centred on the Old High Street and Tontine Street, 
OHDGV IURP )RONHVWRQH·V PDLQ VKRSSLQJ area down to the harbour. It is located in 
Harvey Ward, RQHRI)RONHVWRQH·V PRVWGHSULYHG areas where it was understood that 
the economy had failed and that its buildings were desperately run down. Creative 
Foundation property director, Robert Green, described it as ¶D QR-go area. Hardly 
DQ\RQH RWKHU WKDQ EHQHILWV FODLPDQWV ZDV SUHSDUHG WR OLYH WKHUH« 0DQ\ RI WKH
EXLOGLQJV SUREDEO\ KDGQ·W EHHQ SURSHUO\ PDLQWDLQHG VLQFH WKH\ ZHUH EXLOW· TXRWHG LQ
Ewbank, 2011: 40-1).  
%DFNHGE\WKH5RJHU'H+DDQ·V&KDULWDEOH7UXVW the Creative Foundation was able to 
take control of many of the properties in the Old Town and renovate them for use as 
retail, studio, leisure and residential spaces. These would then be leased by the Creative 
Foundation to creative businesses and residents at subsidised rates, with income from 
the properties used to improve other properties under their management. Surpluses 
would be used WR UXQ DUWV HYHQWV DQGHGXFDWLRQDOSURJUDPPHV $UWLVWV DQG ¶FUHDWLYHV·
ZRXOG ¶NLFN-staUW WKH UHJHQHUDWLRQ SURFHVV· (Zbank, 2011: 27) and, because the 
buildings were controlled by the Creative Foundation, rents would be controlled long-
WHUPZLWKWKHKRSHRIDYRLGLQJWKH¶+R[WRQ(IIHFW·ZKHUHE\WKHFXOWXUDOSUDFWLWLRQHUV , 
who instigate the process of regeneration, are priced out of the area.8 Nick Ewbank, 
VSHDNLQJ WR WKH FRXQW\·V FRVWDO WRZQV UHJHQHUDWLRQ FRPPLWWHH .&&  
described the changes that the Creative Foundation is trying to bring about:  
:KDWZH·UHWDONLQJDERXWLVWKHKLJKVWUHHWEHLQJUHERUQIXOORIVKops, 
cafes, bars, vibrant and interesting. The sort of place you can go and 
JHWWKLQJV\RXFDQ·WJHWLQDQ\RWKHUKLJKVWUHHW(TXDOO\\RX·YHJRWD
EHDXWLIXOQDWXUDOVHWWLQJDQGZH·UHWDONLQJDERXWHQKDQFLQJWKDW6R
WKDWLW·VDFRPSOH[DQGLQWHUHVWLQJRIIer to the visitor. 
                                                   
8 +R[WRQ LQ /RQGRQ·V (DVW (QG LV RQH SURPLQHQW H[DPSOH RI DUWLVWV NLFN-starting a gentrification 
processes that raised property prices above what artists could afford (Pratt, 2009; for accounts of other 
cities see Deutsche & Ryan, 1984; Ley, 2003; Matthews, 2010; Zukin, 1982; 2010). 
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Figure 9 Property Map of the Creative Quarter (Ewbank, 2011: 44) 
To further develop Folkestone as a creative town, the Creative Foundation has built and 
now manages the Quarterhouse Theatre on Tontine Street. It also has responsibility for 
the flagship Folkestone Triennial, which FODLPVWREH¶WKH8.·VODUJHVWUHFXUULQJVKRZ
RIFRQWHPSRUDU\DUWFRPPLVVLRQHGIRUWKHSXEOLFUHDOP·(ZEDQN  First run 
in 2008, the third Triennial is scheduled to run from August to November 2014 with 
works from artists including Andy Goldsworthy and Yoko Ono. Selected works from 
each Triennial enter the Folkestone Artworks collection and remain on permanent 
display. Through the use of culture-led urban interventions, the Creative Foundation 
(n.d.), then, aims to make Folkestone a: 
more attractive place to live, work and visit. By developing new 
attractions and publicising events, we hope that the project can serve 
as a case study in regeneration and how to build a successful creative 
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community. Attracting more visitors to the town will help provide 
new audiences so that the resident creative community can flourish 
DQGEHVXVWDLQHG« 
Artist and curator Matt Rowe ² who moved back to Folkestone in 2004 to establish 
B&B Project Space in a Creative Foundation property ² notes some of the reasons for, 
and benefits of, being located in the Creative Quarter: 
,ZDQWHGWRVHWWOHDQGLQYHVWP\WLPHORFDOO\,·YHDOZD\VPDGHZRUN
about Folkestone and I was very keen on becoming socially engaged. 




Foundation, harnessing such energy is an important part of their model; Ewbank notes 
WKDWWKHLQWHQWLRQRIWKH&UHDWLYH)RXQGDWLRQZDVWRDFKLHYHD¶FULWLFDOPDVVRIFUHDWLYH
DFWLYLW\ ZKLFK ZRXOG EH VXIILFLHQW WR DWWUDFW SULYDWH LQYHVWRUV WR PRYH LQWR WKH DUHD·
(p.33). Before that critical mass is reached, however, Creative Quarter businesses and 
UHVLGHQWVVXFKDV5RZHDUH¶SLRQHHUV·ZKRDUH¶EUDYHO\VHWWLQJXSDKHDGRIWKHDXGLHQFH
as the building programme is still ongoing and can be physically off-SXWWLQJIRUYLVLWRUV·
(Roger De Haan quoted in Ewbank, 2011: 51).  
1.2.4 Folkestone and Margate 
It is perhaps possible to draw some parallels between Folkestone and Margate. They are 
both seaside towns in Kent that, while fashionable and popular in the 19 th and early 20th 
centuries, now face serious economic and social issues. In this respect, both towns 
demonstrate the relative disadvantaged position of seaside towns in England (Beatty et 
al. 2008; CSJ, 2013; Shared Intelligence, 2008b). 
Both district councils have developed strategies to deal with decline in line with county 
policy that views as desirable the development of high value-added sectors ² such as the 
cultural industries, and in particular visual artists (KCC, 2010c: viii). Both are attempting 
to undertake culture-led interventions to meet the kinds of broad aims discussed in 
Rebalancing Kent VXFK DV ¶Hconomic and social regeneration, tourism, environmental 
protection, planning, health, community safety, skills development and education ·
(KCC, 2010c: vi). Moreover, these can be viewed as following popular contemporary 
discourses of culture-OHG XUEDQ SROLF\ ZKHUHLQ DUW LV ¶increasingly prized« for their 
ability to branG FXOWLYDWH DQG FODVVLI\ VSDFH· 0DWWKHZV   DQG WR FDWDO\VH
economic development (see Chapter 3). Ewbank (2011: 22) suggests that the Creative 
)RXQGDWLRQ PLJKW ¶WUDQVIRUP D ZKROH WRZQ· IRU 0DUJDWH WKHUH LV D YLVLRQ RI a 
renaissance town brimming with confidence thanks to DQ¶engagement with culture as a 
tool for economic vitality, social cohesion, ZHOOEHLQJDQGFLYLFSULGH·E.  
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Strategies in Folkestone and Margate include as key objectives attracting artists for their 
role in kick-starting the regeneration process; as pioneers and for their entrepreneurialism 
(Ewbank, 2011; Fleming, 2008b). They hope to attract artists by being recognised as 
SODFHVZKHUH¶\RXFDQVWLOOPDNH\RXURZQLGHQWLW\·5RZHTXRWHGLQ(ZEDQN
DQG ¶EH SDUW RI VRPHWKLQJ ² D PRYHPHQW D VFHQH D SURMHFW· )OHPLQJ D  $V
such, these strategies can be understood as being reliant on the creation of a vibrant, vital 
and attractive working environment for creative workers. A key question for this thesis, 
then, is whether they can create a sustainable ¶VFHQH·$VDQXPEHURISUHYLRXVVWXGLHVKDYH
shown (e.g. Currid & Williams, 2009; Eikhof & Haunschild, 2006; Lloyd, 2004; 2010; 
Mommaas, 2004; Scott, 2000) visual artists ² like other creative workers - tend to cluster 
in areas with particular attributes (e.g. high degree of buzz, cheaper rents, bohemian 
atmosphere, existing arts infrastructure and so on). 
However, creating an arts scene de novo is a difficult undertaking, and this means that 
cultural regeneration is a risky endeavour. For the agencies promoting it, failure could 
mean the loss of significant amounts of money, and they must consider opportunity 
costs and reputational damage. Similar risks can be applied to the artists who are 
implicated in this regeneration, though these are supplemented and amplified in crucial 
ways. As artists generally operate within very small budgets (Creative & Cultural Skills, 
2009; Menger, 2006) one may suppose that the loss of comparatively small amounts of 
PRQH\ UHORFDWLQJ DQG LQYHVWLQJ LQ D ¶IDLOLQJ· VFHQH FRXOG KDYH GUDVWLF FRQVHTXHQFHV
Failure of the strategy may also remove arts development budgets, grants and funding 
streams on which they rely. A successful regeneration, meanwhile, may also carry risks 
as gentrifying processes can modify the symbolic and economic properties of place in 
ways that prove harmful to artLVWV·LQWHUHVWV0DWKHZV 
0RUHEURDGO\WKHUHLVWKHFUXFLDOTXHVWLRQDVWRZKHWKHUYLVXDODUWSURYLGHV¶JRRGMREV·
of the type that can enhance the local economy, and provide valued and meaningful 
employment. It is, perhaps, encouraging that Kent County Council (2010c) 
acknowledge structural inequalities within the creative sector, and that the model 
GHYHORSHG E\ WKH &UHDWLYH )RXQGDWLRQ VHHNV WR DYRLG WKH ¶+R[WRQ (IIHFW· (ZEDQN
2011), whereby artists are vulnerable to effects of the economic regeneration they 
helped foment. However, and as argued in Chapters 3 and 4, while artists play such an 
apparent key role in these urban policies, at both local and regional level, a more 
substantive engagement is called for with regards to their conditions of labour.  
1.3 Overview of Chapters 
This thesis links longstanding debates on culture-led regeneration and urban strategies 
(Bassett, 1993; Currid, 2007; Evans, 2004; 2009; Florida, 2002; Harvey, 1989; Landry, 
2000; Scott, 2000; Zukin, 1982) with active debates on the quality of jobs in the cultural 
and creative sectors, questioning notions of autonomy, under-employment, pay, 
conditions and ways in which artistic identities are constructed  (Banks, 2006; 2007; 
2010; 2011; Banks, Gill & Taylor, 2013; Gill, 2008; Hesmondhalgh, 2010; 
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Hesmondhalgh & Baker, 2011; Holt, 2010; Lee, 2013; McGuigan, 2010; McRobbie, 
2002; Menger, 2006; Murray, 2011; Oakley, 2009a; 2011; Taylor, 2013). As outlined 
above, it does so through an exploration of cultural labour in Margate and Folkestone. 
Before presenting the findings, and theoretical implications, of this study, it is however 
necessary to situate it within a wider policy and academic context.  
To these ends, Chapter Two describes the development of cultural industries policy in 
the UK. It provides a broad overview of the social/economic changes associated with 
post-Fordism and how the cultural industries developed in policy circles as a response. 
It forms the basis for further discussion of two topics related to post-Fordism and the 
development of cultural industries policy, namely the role of culture in urban policy, 
and the changing nature of work (of which the cultural worker is, for some, exemplary).  
In Chapter Three, then, issues around the use of culture and creativity in urban policy 
are explored. It suggests that culture-led urban policy rose to prominence in response to 
changes associated with post-Fordism, namely deindustrialisation, inter-urban 
competition and the development of cultural industries discourses. This chapter 
provides a critical account of the rationales and responses to the use of culture in urban 
policy. It argues that culture-led urban policy can often proceed in a way that erodes 
local distinctiveness and ignores extant communities, culture merely providing a veneer 
to strategies for economic growth. 
As the cultural industries have been promoted in economic and urban policy spheres, 
among others, there has been an inattention to conditions of work in the sector. 
Chapter Four highlights critical accounts of cultural work that point to a norm of low 
pay, and flexibilised and insecure jobs ² these accounts apparently refute the possibility 
of good work in these sectors. This chapter argues for a more nuanced understanding 
of cultural work that acknowledges such issues but which also does not elide the agency 
and subjectivities of cultural workers. 
Chapter Five provides an account of the research conducted and the methodological 
approaches adopted. It assess the methodological and epistemological choices made, 
and describes the research sample and methods of analysis. 
Chapters Six through Nine present empirical findings and analysis of the fieldwork. 
&KDSWHUV6L[ DQG6HYHQ ORRNDW WKH UROHRI DUWLVWV DQG DUWLVWV· ODERXU LQ UHFRQILJXULQJ
Margate and Folkestone as ¶FUHDWLYHSODFHV·&KDSWHU6L[SURYLGHV DQ DFFRXQWRIKRZ
these coastal towns are being constructed as artful/creative places. It demonstrates that 
DUWLVWV·ODERXULVYLWDOLQFUHDWLQJDXJPHQWLQJDQGUHSURGXFLQJWKHFXOWXUDOSURSHUWLHVRI
place. Chapter Seven takes a critical approach to the effects of culture-led urban 
interventions. It argues that these strategies, of which artists are an integral part, have 
created a distinction between the undesirable/uncreative and the desirable/creative. 
Moreover, it points to ways in which these strategies have proceeded in ways that may 
not be work to the interests of artists, privileging opportunities for consumption and 
the ¶VSHFXODWLYH FRQVWUXFWLRQ RI SODFH· over the creation of sites of sustainable 
production. 
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Chapters Eight and Nine explore in further detail the quality of work for artists in 
Margate and Folkestone. Rather than reducing artists work to exploited subject of the 
urban growth machine, Chapter Eight explore the experiences, subjectivities and 
meanings respondents draw from their work as visual artists. Chapter Nine examines 
the conditions of work for artists ² looking specifically at the critical issue of autonomy. 
By looking at the constraints and determinants in their work, including their relation to 
art markets and how they make money, it explores the tensions between idealised 
autonomous action and competing demands on time and resources. 
The final Chapter provides an overview of the key findings. It notes the contributions 
of this research to academic literatures, and makes recommendations for further 
research. This Chapter further outlines the policy implications of these findings, and 
outlines questions and practices that may better inform future policies on cultural work 
and culture-led urban strategies. 
2 dŚĞĞǀĞůŽƉŵĞŶƚŽĨƚŚĞƵůƚƵƌĂů/ŶĚƵƐƚƌŝĞƐ 
The growing focus in academic literatures on cultural labour (Banks, 2007; 2010; Gill & 
Pratt, 2008; Hesmondhalgh, 2007; 2010; Hesmondhalgh & Baker, 2010; Oakley, 2009a; 
2011) and the sustained interest in culture-led urban policy (Bassett, 2003; Bailey et al., 
2004; Evans, 2009; Evans & Shaw, 2004; Florida, 2002; 2005; Miles & Paddison, 2005; 
Vivant, 2013) can, perhaps, be linked to the increasing attention afforded to the cultural 
industries in policy circles (e.g. DCMS, 1998; 2001; 2008; LGA, 2009; 2013; UNCTAD, 
2008; 2010; see also Braun & Lavanga, 2007; Oakley, 2010; Pratt, 2005). 
Cultural industries discourses highlight culture and creativity as key resources for 
economic growth and the amelioration of social issues, in the context of both long term 
¶SRVW-LQGXVWULDO· WUDQVLWLRQ DQG VKRUWHU WHUP HFRQRPLF UHFHVVLRQ +DUULV 	 0RUHQR
2012; Indergaard HWDO+RZHYHUWRXVHWKHWHUP¶FXOWXUDOLQGXVWULHV·LVWRHQWHUD
contested terrain. The origins of the contemporary phrase cultural industries lies in the 
)UDQNIXUW 6FKRRO·V VWULGHQW FULWLTXH RI WKH FXOWXUH industry (Adorno & Horkheimer, 
1997). +RZ WKHQ KDYH ¶FXOWXUDO LQGXVWULHV· ORVW WKHLU SHVVLPLVWLF JORVV WR EHFRPH ² 
particularly when reconfigured as the creative industries ² a valorised object in 
practitioner, academic, economic and policy discourses? Another question is how this 
sector should be defined ² to who does it applies, and to who does it does not ² and 
whether such definitions provide any kind of theoretical or analytic coherence, or 
merely represents a useful shorthand for modish, but otherwise empty, rhetoric (Braun 
& Lavanga, 2007; Garnham, 2005; Miller, 2007). 
The previous Chapter provided an overview of the culture-led regeneration strategies of 
Margate and Folkestone, placing these in their regional and national policy contexts. 
This Chapter will further contextualise these developments. It will suggest that the 
development and rise to prominence of cultural industries policies in the global north 
can be linked to macro level social and economic shifts associated with 
deindustrialisation and the advent of what might be characterised as the post-Fordist 
era. This shift has presented challenges and opportunities for individuals, businesses 
and policy makers, through, for example: the relative increase in the mobility of capital 
that promotes local, regional and national competition for investment; 
deindustrialisation in the global north has led to an emphasis on knowledge and 
information as the key driver of economic growth, and; changes to employment, labour 
and consumption patterns that are concomitant with increasing levels of 
individualisation (Amin, 1994; Bauman, 2000; Bell, 1973; Castells, 2000; Harvey, 1990; 
Lash & Urry, 1994). This Chapter will demonstrate how the cultural industries 
developed in the context of the changes associated with post-Fordism, and as a means 
by which to meet the challenges these changes present. It will sketch the spatial and 
temporal trajectories of cultural industries discourses as a means by which to provide 
important context for the specific issues discussed in the remainder of this thesis. 
Specifically, it will provide a broad contextualisation to debates around the role of the 
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cultural industries in urban policy (Chapter 3) and as to the conditions of work in these 
sectors (Chapter 4). 
2.1 A Post-Fordist Era? 
During the V DQG ¶70s many economies of the global north were subject to 
economic crises and social discontent that, in the following years, precipitated wide 
ranging shifts in patterns of capital organisation, work and consumption linked with 
social, political and technological change (Castells, 2000; Harvey, 1990; Kumar, 2005). 
The nature of this shift, how to characterise and analyse it, and whether it represented 
something genuinely new and distinct is a somewhat more contentious issue. While this 
is not the place to fully answer such questions, this section will provide an overview and 
analysis of these changes with the aim of highlighting how particular features of post-
Fordism appear linked with the development of the cultural industries as an important 
area of economic growth, and also to the rise of inter-urban competition. 
The origins of post-Fordist theory may be traced the development of post-industrial 
theory in the 1970s as a means by which to analyse the techno-economic changes in the 
societies of the global north at that time. Bell (1973), a key proponent of this idea, 
VLQJOHGRXW ¶WKHRUHWLFDONQRZOHGJH·DVWKHNH\GULYHURIJURZWKDQGYDOXH going on to 
VD\ WKDW ¶WKHSRVW-industrial society is an information society, as industrial society is a 
goods-SURGXFLQJVRFLHW\·S&DVWHOOVSRLQWVRXWVHYHUDOZHDNQHVVHVLQ%HOO·V
work, particularly a failure to engage with the economic polarisation and inequalities 
developing in the new economy. Post-Fordism may viewed as a broadly Marxist 
interpretation of post-industrial theory that encompasses many different approaches, 
and which seeks to address some of the perceived weaknesses of post-industrial 
accounts of these changes (Amin, 1994; Elam, 1994; Kumar, 2005; Rustin, 1989).  
This section will first briefly note the key features of Fordism as the basis for further 
discussion on post-Fordism. It will specifically highlight a relative increase in the 
mobility of capital and the implications of this for relations between capital, state and 
labour, and the ways in which the post-Fordist era may be characterised by its emphasis 
on information and knowledge as key assets. 
2.1.1 Fordism 
Fordism, in a narrow sense, has been theorised as a method of industrial production 
that is typified by mass production of standardised products; there is a high division of 
labour, with production handled by a largely unskilled workforce organised along what 
may be viewed as Taylorist principles. Internal corporate control is hierarchical, with 
¶VHSDUDWLRQ EHWZHHQ PDQDJHPHQW FRQFHSWLRQ FRQWURO DQG H[HFXWLRQ· +DUYH\ 
125). On the macro-organisational level, supply chains are vertically integrated, with 
centralised control and command systems ² a structure that, for commercial and 
competitive reasons, is viewed as necessary for the co-ordination of the production 
process (Clarke, 1990). 
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The improvements within Fordism to the factory system, however, were the result of 
gradual changes, and their wider significance depends on expanding from this narrow 
definition. Harvey (1990: 125) notes the wide-ranging implications of mass production: 
DORQJVLGHPDVVFRQVXPSWLRQLWDOORZVIRU¶DQHZV\VWHPRIWKHUHSURGXFWLRQRIODERur 
power, a new politics of labour control and management, a new aesthetic and 
SV\FKRORJ\·$GGLWLRQDOO\LWLVDUJXHGWKDWWKHJURZWKRIFDSLWDOLQ)RUGLVPLVSUHGLFDWHG
upon intensive DFFXPXODWLRQ D UHJLPH GHSHQGHQW ¶QRW RQO\ G\QDPLF SURGXFWLRQ JRRGV
seFWRUV«EXWDOVRRQG\QDPLF consumption goods VHFWRUV·(ODP$NH\DVSHFW
of such views of Fordism, then, is an appreciation of its effects upon labour, not least 
the complete integration of workers into the capitalist system as both producers and 
consumers who are important to the accumulation of capital as much for their 
purchasing-power as their labour-power. More broadly, therefore, Fordism can be 
described as a specific mode of development that expands from the factory floor to 
encompass an entire industrial, technological, social and cultural paradigm ² in short, a 
FRPSOHWH¶ZD\RIOLIH·(ODP 
Labour, however, was (and is) not a pliant mass and thus had to become habituated to 
WKH GHPDQGV RI FDSLWDO LQ D ¶ORQJ-drawn-out (and not particularly happy) historical 
SURFHVV·+DUYH\)RUGLVPUHFRQILJXUHG and rationalised work through the 
division of labour, with most tasks being performed by specialised machines operated 
by unskilled, or newly deskilled, labour. Sennett (1999: 35-37) points out that even for 
Adam Smith ² writing over a century before Henry Ford delivered his much refined 
version ² such repetitive work was considered to have a corrosive, even destructive, 
effect on workers. As such, the development of Fordism was dependent upon the 
benefits accrued by, and compromises reached between, labour, corporations, and 
states. For their part, labour and trade union organisations co-operated with 
corporations in disciplining labour to the Fordist production system in exchange for 
wage gains and similar improvements to quality of life. This social contract was 
underwritten by the state, which (to a varying extent in different nations) assumed 
welfare obligations, provided the institutional frameworks for collective labour power, 
and undertook the necessary public investment required for mass production and 
consumption, gaining for itself political legitimacy. In return, capital was able to take 
advantage of new infrastructure, and a period of social cohesion that provided a more-
or-less willing pool of labour and consumers (Esser & Hirsch, 1994; Harvey, 1990; 
Peck, 1996). 
This mutual dependency, and antagonism, between labour, state, and capital can be 
viewed as a site of both conflict and progress (Bauman, 2000: 146), and while the 
settlement lasted Fordism delivered low unemployment, growth and prosperity, and 
social stability to many. As such, the result of these compromises has been described as 
WKH¶*ROGHQ$JH·RIFDSLWDOLVP'H9URH\(ODP+DUYH\  
The mutual dependency outlined above may be viewed as a product of the immobility 
of labour and capital in this period. Capital accumulation was, largely, tied to material 
production processes predicated on investment in spatially-fixed factories and 
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machinery (i.e. means of production). Like the workers, then, capital was rooted by the 
relative difficulty of overcoming the physical barriers to transportation and 
FRPPXQLFDWLRQ %DXPDQ  FKDUDFWHULVHV WKLV DV WKH HUD RI ¶KHDY\ PRGHUQLW\·
wherein the domination of space is a form of power, though place is simultaneously 
ERWKD¶IRUWUHVVDQGSULVRQ·RIZHDOWKDQGPLJKWS7LHGLQWRVXFKDYLHZRIVSDFH
is a particular conception of time ² the immobility of labour and capital in heavy 
modernity encouraged long-term planning, with the durability of factories matched by 
WKH WDFLW SURPLVH RI D ¶MRE IRU OLIH· S )RUGLVP WKHUHIRUH ZDV EDVHG DURXQG DQ
organisational form that ultimately relied upon a negotiation between labour, capital and 
state, and was is informed by a particular conception of space. 
)URPWKHVKRZHYHUWKHVRFLDOFRQWUDFWRIWKH¶*ROGHQ$JH·ZDVWRFRPHXQGHU
pressure from economic, social and technological developments. Culturally, there was 
growing awareness of persistent inequalities ² such as issues of ethnicity and gender ² 
and UHVHQWPHQWRI86KHJHPRQ\SURMHFWHG¶WKURXJKDYHU\GLVWLQFWLYHV\VWHPRIPLOLWDU\
DOOLDQFHDQGSRZHUUHODWLRQV·+DUYH\(ODP. Consumers also became 
discontent with the depersonalisation of goods and services in an era of standardised 
mass production. Industry, thus, had to reconfigure to meet the demands of more 
fragmented markets and volatile consumption patterns as consumers began to shift 
away from standardised goods to those that offered the promise of differentiation. 
0HDQZKLOH WKHRLO FULVLV OHG WR ¶deindustrialization and industrial restructuring«
[that] ripped the heart and the tax base out of many cities· ,QGHUJDDUGHWDO
Concurrent to these economic and social pressures, were technological advances ² 
especially in the development of new information and communication technologies 
(Amin, 1994; Castells, 2000). 
The result was that corporations entered a period of:  
rationalization, restructuring and intensification of labour control... 
technological changes, automation, the search for new product lines 
and market niches, geographical dispersal... mergers, and steps to 
accelerate the turnover time of their capital. (Harvey, 1990: 145)  
More generally, the basis of the Fordist-Keynesian compromise, and the cohesion and 
stability it brought about, was fracturing, and attempts to deal with these changes would 
mean the transition one form of capitalism to another.  
2.1.2 Post-Fordism 
While the precise nature of the transition from Fordism remains a contested issue, an 
area of agreement can found in the decentralisation and diversity that Kumar notes 
¶IHDWXUH SURPLQHQWO\ LQ DOO DFFRXQWV RI WKLV QHZ HUD·   :KHUHDV WKH )RUGLVW
paradigm in business favoured centralised decision-making based on hierarchies from 
core to periphery and large-scale standardised mass production, the post-Fordist society 
apparently moved towards small-scale customised production by decentralised and 
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networked firms (Tödtling, 1994: 68). This economic restructuring to meet the 
requirements of flexible production, as well as the rationalisation needed to confront 
the economic fall-out of the recession of the 1970s, represents the crux of the transition 
away from Fordism to a new regime of accumulation. Importantly, this is not to suggest 
a decline in the power of large corporations. They adapted to the requirements of 
flexibility through a process of vertical disintegration, the use of sub-contracting and 
outsourcing, and the transfer of the remnants of standardised production to low-wage 
regions. In this last point, it is possible to discern that spatial relationships were also 
reorganised in this period (Bauman, 2000: 117).  For Harvey: 
capitalism is becoming ever more tightly organized through dispersal, 
geographical mobility, and flexible responses in labour markets, 
labour processes, and consumer markets, all accompanied by hefty 
doses of institutional, product, and technological innovation. 
(Harvey, 1990: 158-9) 
Whereas the mobility of capital had previously been limited by its reliance on labour, 
investment in fixed plant and machinery, and the restrictions of physical geography in 
communications and transportation, from the 1970s it gained an enhanced mobility. 
This was due to new technologies, especially in the increased opportunities afforded for 
the utilisation of information and knowledge as a source of wealth and power. The 
development of information communication technologies (ICTs) bestowed an 
increasing ability to effectively obtain, utilise, and process information, offering a 
solution to the problems of command and control, while improvements to modes 
transportation ² for example, containerisation, and to road, rail and air networks ² 
eased the restrictions imposed by natural barriers to the movement of physical goods. 
Such improvements allowed for the co-ordination of global networks of decentralised 
suppliers, and subcontractors. Furthermore, global financial networks ² especially since 
WKH¶%LJ%DQJ·RIWKHVDQGHTXDOO\GHSendent upon new technology ² allowed for 
the global flow of capital outside the effective control of any nation (Bauman, 2000; 
Castells, 2000; Harvey, 2010; Kumar, 2005). 
7KLV UHSUHVHQWHG WKH HPHUJHQFH RI ZKDW KDV EHHQ WHUPHG WKH ¶ZHLJKWOHVV HFRQRP\·
(Quah, 1996; 1999), wherein information and knowledge, in themselves, are key assets. 
Quah suggests that there has been a shift to an economy based on knowledge-products; 
these are dematerialised LQ WKDW ¶HFRQRPLFYDOXH LV HPEHGGHG LQ ORJLFDOXQLWV ² bits and 
b\WHV RI SRVVLEO\ FRPSXWHU SRVVLEO\ ELRORJLFDO PHPRU\·   3URGXFWLYLW\ DQG
growth, then, comes to be viewed as lying within the generation of knowledge and 
LQIRUPDWLRQ DQG WKURXJK LQGXVWULHV WKDW IHDWXUH ¶KLJK LQIRUPDWLRQ DQG NQRZOHGJH
content iQWKHLUDFWLYLW\·&DVWHOOV0RUHRYHUSK\VLFDOGLVWDQFHLVVHHQWREH
DQ LUUHOHYDQFH LQ WKH ¶ZHLJKWOHVV HFRQRP\· DV LW LV QHJDWHG E\ JOREDO IORZV RI
information through fibre-optic and satellite networks. 
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The effect has been to shift the balance of power between state, capital and labour. As 
capital has increased its relative mobility it has been able to assume an advantageous 
position over more territorially-bound actors. The state: 
is now in a much more problematic position. It is called upon to 
regulate the activities of corporate capital in the national interest at 
the same time as it is forced, also in the national interest, to create a 
¶JRRGEXVLQHVVFOLPDWH·WRDFWDVDQLQGXFHPHQWWRWUDQV-national and 
global finance capital, and to deter (by means other than exchange 
controls) capital flight to green and more profitable pastures. 
(Harvey, 1990: 170) 
Thus, the state comes under pressure to present itself as an attractive site for 
investment. These changes can be characterised as a shift tR D ¶QHROLEHUDO· SROLWLFDO
agenda that seeks to utilise the mobility of capital, the advantages of new technology, 
DQGPRUHGHFHQWUDOLVHGIRUPVRIRUJDQLVDWLRQLQD¶GHWHUPLQHGDWWHPSW«WRVWUHQJWKHQ
capital and to attack the corporate structures of labour·5XVWLQ 
%DXPDQ   VXJJHVWV WKDW D NH\ GHPDQG RI ¶OLJKW FDSLWDOLVP· LV WKH VXSSO\ RI
deregulated labour markets and a weakening of welfare system, representing a retreat 
from the Fordist-Keynesian social settlement. Indeed, it is through the domination of 
ZRUN WKDW FDSLWDO KDV DIIHFWHG WKH ¶FRUH RI social VWUXFWXUH· &DVWHOOV   ,I
Fordism organised society around mass production, rigidity, and collective identity, then 
post-Fordism has delivered a different kind of societal structure, based on flexibility, the 
temporary, and individual identity. As corporations have taken to the network as an 
organisational paradigm to meet the demands of flexibility, it has been suggested that 
the network has gained ground in organising human relations. Thus, community as a 
stable, long-lasting point around which society could cohere is replaced by what Wittel 
FDOOV ¶QHWZRUNVRFLDOLW\· LQZKLFKVRFLDOERQGVDUHFUHDWHGE\¶WKHPRYHPHQWRI
ideas, the establishment of only ever temporar\ VWDQGDUGV DQG SURWRFROV· S The 
search for identity is increasingly individualised and fragmented as, it is argued, there 
has been now a decline in what were fundamental sources of social meaning, common 
interest and solidarity: in short, work is no longer a ¶VHFXUHD[LVDURXQGZKLFKWRZUDS
and fix self-definitions (Bauman, 2000: 139) meaning even the labouring body has 
become contingent and a site of individual reflexive identity construction (Shilling, 
2003).  
However, Harvey (1990: 171) argues that while changes in social structure ² a decline in 
solidarity and increased attention to individualised identity ² ¶SURYHG GHVWUXFWLYH DQG
UXLQRXV WR VRPH· WKH\ KDYH DOVR GHOLYHUHG ¶D EXUVW RI HQHUJ\« >that] compares 
IDYRXUDEO\ ZLWK WKH VWLIOLQJ RUWKRGR[\ DQG EXUHDXFUDF\ RI VWDWH FRQWURO· S 7KH
Fordist compromise was predicated upon a separation of privileged/unprivileged jobs, 
often on a gendered or ethnic basis, and fomented increasing unrest at the homogeneity 
of standardised goods and services (p.138-40). Its breakdown has allowed for increased 
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attention to be paid to individual identity formation, particularly through the 
consumption of more differentiated products (Bauman, 2000: 83-4). It is therefore 
important to note that Fordism and post-Fordism have been unevenly experienced ² 
not only between the global north and elsewhere, but also within societies and social 
groups (Aglietta, 1998; McDowell, 1991; Strangleman, 2007).  
Post-Fordism, then, can be viewed as a way of discussing social and economic changes 
LQWKHJOREDOQRUWKIURPWKHVDQG¶VWKDWZHUHERUQRIWKHHFRQRPLFDQGVRFLDO
crises in that period, and subsequent technological developments. The following section 
will highlight how two key aspects of post-Fordism ² a concern with information and 
knowledge production, and the demand for differentiated goods ² can be linked with 
the rise of the cultural industries in policy discourses. 
2.2 The Cultural Industries 
)RU2·&RQQRU  WKH ULse of the cultural industries is linked to the shift to post-
Fordist consumption habits. Under post-Fordism, markets for goods and services are 
PRUH IUDJPHQWHG DQG ¶QLFKHG· ZLWK UDSLG FKDQJHV LQ SURGXFWV ZLWK JUHDWHU DWWHQWLRQ
paid to consumption as being ¶SRVLWLRQDO·SDQGLQYROYHGLQDUHIOH[LYHFRQVWUXFWLRQ
RILGHQWLW\2·&RQQRUVXJJHVWV 
These new forms of consumption [are] fast moving, highly 
VHJPHQWHGLQFUHDVLQJO\FXOWXUDO«,QQRYDWLRQFRQWLQXDO
transformation, personal choice, creativity ² all these were cultural 
values which in the 1970s and 80s ran close to the transformation of 
FXOWXUDOFRQVXPSWLRQDQGLQFUHDVLQJO\FXOWXUDOSURGXFWLRQ«:KDW,
want to point to is that the emergence of the cultural industries was 
part of this shift, a response to it, an active negotiation with it. (p.4-5) 
Moreover, Lash and Urry (1994) go so far as to state that the cultural industries were 
post-)RUGLVW ¶DYDQW OD OHWWUH· S 7KH\ SRLQW WR WKH YHUWLFDO GLVLQWHJUDWLRQ DQG
decentralisation of many creative enterprises, with project work and outsourcing ² 
hallmarks of post-Fordist organisation ² being the norm. The cultural industries, then, 
perhaps exemplify aspects of post-Fordist consumption and production (Garnham, 
 2·&RQQRU  +RZHYHU SURGXFLQJ a definitive account of the cultural 
industries is a complicated undertaking, one that must negotiate a range of academic, 
political and ideological positions that at one end sees them as mass deception and 
destroying individuality, and at the other as social and economic salvation. This section 
will highlight some of these debates as it details the development of cultural industries 
as an object of policy and academic interest. It will begin by noting some of the models 
used for defining the cultural industries noting the breadth of definitions used. It will 
then look at how the cultural industries developed through the twentieth century to 
achieve prominence as a policy focus, in the UK context at least, during the 1990s and 
2000s. 
 35 
2.2.1 Models and Definitions 
There are several contemporary models that attempt to define the activities that 
constitute the cultural industries (see table, below) and, indeed, question whether to call 
WKHP ¶FXOWXUDO LQGXVWULHV· DW DOO )RU WKH 8. 'HSDUWPHQW RI &XOWXUH 0HGLD DQG 6SRUW 
(DCMS, 1998) the creative industries have: 
their origin in individual creativity, skill and talent and which have a 
potential for wealth and job creation through the generation and 
exploitation of intellectual property. (p.3) 
This includes a range of activities including the visual arts and publishing, as well as 
advertising and software. While popular in international policy circles, this definition has 
been criticised for the political expediency of some of its choices, leading to an 
¶LQFRKHUHQWDQGYDJXH·PRGHO%UDXQ	/DYDQJD$OWHUQDWLYHO\+HVPRQGKDOJK
SURSRVHVWKDWWKHFXOWXUDOLQGXVWULHVEHGHILQHGDURXQG¶WKHLQGXVWULDOSURGXFWLRQ





industries) ² RYHUYLHZV RI ZKLFK FDQ EH IRXQG LQ 2·&RQQRU  DQG 81&7$'
(2010) ² or on more radical reinterpretations based around innovation systems and 
social netwRUNPDUNHWVVHH2·&RQQRUIRUDXVHIXORYHUYLHZDQGUHVSRQVH 
Classification systems for the creative industries derived from different models  
(Derived from UNCTAD, 2010: 7) 
UK DCMS model Symbolic texts model Concentric circles model 
Advertising Core cultural industries Core creative arts 
Architecture Advertising Literature 
Art and antiques market Film Music 
Crafts Internet Performing arts 
Design Music Visual arts 
Fashion Publishing  
Film and video Television and Radio Other core cultural industries 
Music Video and computer games Film 
Performing arts  Museums and libraries 
Publishing Peripheral cultural industries  
Software Creative arts Wider cultural industries 
Television and radio  Heritage services 
Video and computer games Borderline cultural industries Publishing 
 Consumer electronics Sound recording 
 Fashion Television and radio 
 Software Video and computer games 
 Sport  
  Related industries 
  Advertising Design 
  Architecture Fashion 
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The UNCTAD (2010) report on the creative economy suggests that there is no right or 
ZURQJPRGHOIRUWKHFXOWXUDOLQGXVWULHVHDFKRIIHULQJ¶GLIIHUHQWZD\VRI LQWHUSUHWLQJWKH
VWUXFWXUDO FKDUDFWHULVWLFV RI FUHDWLYH SURGXFWLRQ· S +RZHYHU WKH UHSRUW JRHs on to 
note the problems that such a proliferation of definitions poses in the gathering 
meaningful statistical data. This issue, perhaps, goes some way towards explaining the 
SDXFLW\RIVWURQJHYLGHQFHLQWKHILHOGHYHQRQWKH¶PRVWEDVLFLVVXHVOHWDOone the more 
specialized concerns of policy-PDNHUVDQGDFDGHPLFV·+HVPRQGKDOJK	3UDWW 
Furthermore, and as suggested above, different models are not neutral, but can have 
ideological/political connotations that impact upon policy. For Pratt (2005), aesthetic, 
SROLWLFDO DQG HFRQRPLF MXGJPHQWV DUH DOO LPSRUWDQW IRU FXOWXUDO SROLF\ VR WKDW ¶WKH
current challenge would seem to be one of creating a frame of reference within which 
DOO RI WKHVH HOHPHQWV FDQ EH FRQVLGHUHG· S 6XFK D YLHZ LV UHLQIorced by the 
increasing emphasis on the impacts of cultural activity throughout many of the societies 
RIWKHJOREDOQRUWKZKHWKHUWKURXJK¶DHVWKHWLFUHIOH[LYLW\·RUDQLQFUHDVLQJDZDUHQHVVRI
WKH DPELJXRXV UHODWLRQVKLS EHWZHHQ WKH HFRQRP\ DQG FXOWXUH DV ¶economic and 
V\PEROLF SURFHVVHV DUH PRUH WKDQ HYHU LQWHUODFHG DQG LQWHUDUWLFXODWHG· /DVK 	 8UU\
1994: 64; see also Amin, 1994). Indeed, to fully contextualise the current debates on the 
cultural industries it is necessary to engage with some of their long-term historical 
antecedents and the changing relationship between art, culture, and the economy.  
2.2.2 Capitalism, Commodification and the Culture Industry 
2·&RQQRUQRWHVWKHHPHUJHQFHRIWKHPDUNHWDVWKHSULPDU\PHGLDWRUEHWZHHQ
artist and public from WKHHLJKWHHQWKFHQWXU\VXJJHVWLQJWKDWIURP¶WKLVSRLQWWKHZRUN
RI DUW LQFUHDVLQJO\EHFDPHD FRPPRGLW\· S)RU+HVPRQGKDOJKDQG3UDWW 
the commercialisation of cultural production occurred in capitalist societies from the 
nineteenth century, a process that intensified in industrial societies from the beginning 
of the twentieth century onwards. An important part of this process was the 
development of new technologies, and particularly mass mechanical reproduction. The 
development of such technology allowed for volume sales of cultural products with 
which to recoup investment in materials, skills and time, and had a fundamental effect 
upon the structure of cultural production. To take the example of the printing press, 
whereas a book had previously been a unique hand-written object, mechanical 
reproduction allowed for the relatively cheap and fast creation of multiple copies ² thus 
creating a publishing industry and raising difficult questions about the organisation of 
production and distribution: 
Who paid who, and for what exactly? How did Gutenberg recoup his 
money? On what basis was the writer to be paid? What was 
¶LQWHOOHFWXDOSURSHUW\·«"2·&RQQRU 
2·&RQQRUJRHVRQWRQRWHWKDW¶DFXOWXUDOFRPPRGLW\HFRQRP\EHJDQWRJURZE\WULDO
anGHUURU·DQG² even as publishing answered some of these basic questions ² one can, 
perhaps, find analogous processes of trial and erro
 37 
cinema, broadcast media: even today the cultural industries fumble with digital 
distribution. 
For visual artists, the commodification of the cultural product and the encroachment of 
WKHPDUNHWKDGDQDPELJXRXVHIIHFW:KLOHLWUHGXFHGWKH¶VDFUHG·YDOXHRIDQDUWZRUNWR
DQH[FKDQJHYDOXH LW DOVR ¶IUHHG WKH DUWLVWIURPGLUHFWGHSHQGHQFHRQD patron, giving 
WKHPWKHVRFLDODQGILQDQFLDOVSDFHDQGLQFHQWLYHWRSXUVXHWKHLUDUWLVWLFGHYHORSPHQW·
2·&RQQRU   0RUH EURDGO\ WKHVH FKDQJHV ZHUH RFFXUULQJ DV SDUW RI WKH
processes of industrialisation and urbanisation in which WKH¶IXQGDPHQWDOVWUXFWXUHV·RI: 
personal and collective meaning were overturned. Crucially, the very 
symbolic means by which these conflicting meanings were circulated, 
contested and extrapolated within this changing society were 
themselves becoming commodities. (p.11)  
It is perhaps unsurprising that criticism of new forms of cultural production, embedded 
in commodity production and the market, should focus on its industrialised aspects. It 
ZDV ¶PRGHUQLVW IHDUV RI LQGXVWULDOLVDWLRQ DQG GHEDVHPHQW RI DUW DQG FXOWXUH·
(Hesmondhalgh & Pratt, 2005: 2) that lead Adorno and Horkheimer (1997) ² two 
notable members of the Frankfurt School of critical theory ² to write in 1947 about the 
¶FXOWXUH LQGXVWU\· )URP WKH EHJLQQLQJ RI WKH WZHQWLHWK FHQWXU\ PDVV HGXFDWLRQ
growing disposable income and increasing amount of leisure time, alongside a range of 
technological innovations, resulted in a new wave of cultural production and 
FRQVXPSWLRQ2·&RQQRU,IFKDQJHVWRFXOWXUDOSURGXFWLRQLQWKHHLJKWHHQWK
and nineteenth centuries had raised questions about the art as commodity, then this 
FXOWXUH LQGXVWU\ QHJDWHG WKHVH E\ ¶HQVXULQJ WKDW SUDFWLFHV LGHDV DQG GHVLUHV ZHUH
dislocated from the relatively autonomous public sphere and re-embedded in the 
rational machinery of industULDOSURGXFWLRQ·%DQNV$GRUQRDQG+RUNKHLPHU
thus viewed as misleading any democratic or emancipatory interpretation of mass 
culture. Informed by the Hegelian tradition ² in which art was able to offer a critique of, 
and utopian vision for, life ² they concluded that the commodified products of the 
culture industry had lost any radical capacity (Hesmondhalgh, 2007: 16). Popular press, 
music and cinema instead cultivated a false consciousness that arrested the development 
RI ¶DXWRQRPRXV LQGHSHQdent individuals who judge and decide consciously for 
WKHPVHOYHV· $GRUQR   ,Q WKHLU DQDO\VLV WKHUHIRUH WKH FXOWXUH LQGXVWU\
represented the total absorption under monopoly capitalism of art and culture into the 
economy. Moreover, the culture industry was the means by which monopoly capitalism 
was able to ideologically reproduce itself, achieved by total control of the masses 
WKURXJKWKHLQWHJUDWLRQWKDWLVGRPLQDWLRQRIDOODVSHFWVRIDZRUNHU·VOLIH 
Amusement under late capitalism is the SURORQJDWLRQRIZRUN«
PHFKDQL]DWLRQKDVVXFKSRZHURYHUDPDQ·VOHLVXUHDQGKDSSLQHVV«
that his experiences are inevitably after-images of the work process 
itself. (Adorno & Horkheimer, 1997: 137) 
 38 
The modern worker, then, became fully integrated into the FRUGLVWV\VWHP¶DFRQWUROOHG
DXWRPDWRQ«SURJUDPPHGDQGFRQWUROOHGE\PRGHUQLQGXVWULDOWHFKQLTXHV·2·&RQQRU
  $GRUQR JRHV IXUWKHU LPSO\LQJ WKDW WKH FXOWXUH LQGXVWU\·V VXFFHVV DW
GRPLQDWLRQ LV HTXLYDOHQW WR ¶WKDW ZKLFK ZDV DFKLHYHG SROLWLFDOO\ XQGHU IDVFLVP·
(Bernstein, 1991: 4). 
However, this pessimistic analysis of popular culture has attracted criticism. Banks 
 QRWHV WKDW $GRUQR·V GHIHQFH RI PRGHUQLVW FXOWXUDO PRYHPHQWV DQG
FRQGHPQDWLRQRISRSXODU FXOWXUH ¶DSSHDU HFFHQWULF· S DQGHOLtist in the context of 
contemporary (postmodern) social science. Furthermore, to its critics, culture industry 
theory is perceived to be underpinned by a structural bias that assumes an all -powerful 
industry that forces its product upon consumers apparently precluding the possibility of 
FUHDWLYHRULQGHSHQGHQWDFWLRQWKDWFRXOGHYDGH¶WKHVWUXFWXUHVRIFRPPRGLILFDWLRQDQG
DOLHQDWLRQ· %DQNV   ,WV FULWLFV WKHQ ZRXOG VXJJHVW WKDW WKH UHDOLW\ LV ¶PRUH
dynamic, diverse and conflictual than the theor\DOORZV·%HUQVWHLQDQGWKDW
since the culture industry must reproduce social life to maintain credibility and audience 
LW ¶KRZHYHU XQZLWWLQJO\ RU XQLQWHQWLRQDOO\ LQFOXGHV PRPHQWV RI FRQIOLFW UHEHOOLRQ
opposition and the drive for emancipatLRQDQGXWRSLD·S 
$GRUQR·V LGHD RI WKH FXOWXUH LQGXVWU\ ZDV PDUJLQDOLVHG WKURXJK WKH PLG-twentieth 
century, described DVEHLQJ ¶ERWK VXEYHUVLYH DQG démodé· (Garnham, 2005: 17), only to 
be revived in the 1960s as the Left sought cultural accounts to explain the persistence of 
capitalism. In this context: 
[the] Culture Industry, as cultural collapse or as total system, was 
subjected to increased scrutiny; on the one hand the Culture Industry 
had grown enormously in scope and visibility since his [$GRUQR·V] first 
writing, but on the other, it was clear that his account of it was 
VLPSO\QRWDGHTXDWH2·&RQQRU 
$V VXFK ZKLOH WKH FXOWXUH LQGXVWU\ WKHVLV SURYLGHV ¶WKH IXOOHVW DQG PRVW LQWHOOLJHQW
version of the extreme, pessimistic view of tKH LQGXVWULDOLVDWLRQ RI FXOWXUH·
(Hesmondhalgh, 2007: 17), the revival was not simply a replay of Adorno and 
+RUNKHLPHU·V DQDO\VLV*DUQKDP  VXJJHVWV WKDWQHZDSSURDFKHV WR WKHVH cultural 
industries GRQRW ¶QHFHVVDULO\VKDUHHLWKHUWKHHOLWLVWFXOWXral pessimism of the Frankfurt 
School (although some did) or the particular version of the Marxist economics that 
XQGHUSLQQHGLW· S8VLQJ WKHWHUP ¶FXOWXUDO LQGXVWULHV· LV WR DFNQRZOHGJHWKDW WKH\
DUHPXFKPRUH ¶complex, ambivalent and contested· (Hesmondhalgh, 2007: 17). New 
frameworks, then, were developed to analyse cultural production and consumption, and 
in the UK this led to approaches such as those from cultural studies and the political 
HFRQRP\VFKRRO2·&RQQRU1  
                                                   
1 Hesmondhalgh (2007) notes that while cultural studies and political economy may be placed in 
opposition to one another a view which places them as the binary approaches to thinking on the cultural 
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As a discipline, cultural studies emerged from a desire to provide, through textual 
DQDO\VLV D ¶SURJUHVVLYH· JURXQGLQJ WR DFFRXQWV RI FXOWXUH LQ RSSRVLWLRQ WR WKH
conservative tradition established prior to the Second World War. It represents an 
attempt to examine culture through its relation to social power, probing authority in 
culture, questioning whose voices are privileged and which are marginalised, and why. 
As such, it resisted ¶KLJK· RU RIILFLDO FXOWXUH DQG WDNHV ¶RWKHU· SRSXODU LQWHUQDWLRQDO
culture seriously, presenting: 
a decisive rejection of both Frankfurt School cultural pessimism and 
the social-democratic critique of commercial, and especially 
American commercial, culture in favour of a positive revaluation, not 
to say a celebration, of popular culture and the supposed subversive 
decoding powers of the audience. (Garnham, 2005: 18) 
Hesmondhalgh (2007) goes on to praise its contribution to the understanding of the 
complex relationships between judgements of cultural value and the politics of social 
identity. However, analysis of the cultural industries and cultural production from a 
cultural studies perspective is sparse and this approach generally proceeds from a 
theoretical perspective with a relative absence of empirical study. More stringent 
criticism has come from the political economy school for its abandonment of economic 
DQDO\VLV DQG ¶RYHUHPSKDVLV· RQ FXOWXUDO REMHFWV DV WH[WV UDWKHU WKDQ DV FRPPRGLWLHV
2·&RQQRU 
Cultural studies, then, can be contrasted with the political economy school that is much 
OHVV FRQFHUQHG ZLWK LVVXHV RI WH[WXDO PHDQLQJ WKDQ WKRVH RI SRZHU FRQIOLFW DQG ¶WKH
SDUWLFXODU QDWXUH RI WKH HFRQRPLF VWUXFWXUH DQG G\QDPLFV RI WKH FXOWXUDO VHFWRU·
(Garnham, 2005: 19). This tradition emerged in the 1960s, stemming from a 
reengagePHQW ZLWK 0DU[ VHHNLQJ WR ¶GHYHORS D FULWLFDO DSSURDFK WR SROLWLFDO
FRPPXQLFDWLRQ DQG EURDGFDVWLQJ SROLF\· 2·&RQQRU   WKDW FUXFLDOO\ YLHZV
cultural production as a kind of commodity production. Formative work by Murdock 
and Golding (1973) states that: 
The obvious starting point for a political economy of mass 
communications is the recognition that the mass media are first and 
foremost industrial and commercial organizations which produce and 
distribute commodities. (p.205-6) 
Political economy, therefore, acknowledges and examines the problems and 
contradictions within this system due to the process of commodification ² especially its 
ambivalent nature as enabling/productive ² as evidenced by increased investment in, 
and proliferation of, cultural goods. Yet it also examines the constraining/destructive 
                                                                                                                                               
LQGXVWULHV LV ¶QHLWKHU DFFXUDWHQRUXVHIXO· SSURYLGLQJ IXUWKHUDFFRXQWVRIRWKHUDSSURDFKHV WKDW ,
have omitted here (e.g. liberal-pluralist communication studies). 
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elements in the power and wealth inequalities it creates for cultural producers and 
consumers (Hesmondhalgh, 2007).  
For Garnham (2005), who played a key part in shaping the political economy school, 
WKLV HFRQRPLF DQDO\VLV LV LPSRUWDQW DV SROLF\ PXVW QRW ¶KDQJ RQ WR D WUDGLWLRQDO
RSSRVLWLRQEHWZHHQFXOWXUHDQGPDUNHWVRUEHWZHHQFXOWXUHDQGHFRQRPLFV·EXWUDWKHU
¶WDNHWKHHFRQRPLFVRIWKHVHFWRUDQGWKHRSHUDWLRQRIWKHPDUNHWVIRUV\PEROLFJRRGV
anG VHUYLFHV VHULRXVO\· S $V VXFK LQ FRPSDULVRQ WR RWKHU IRUPV RI FDSLWDOLVW
production and informed by political economy thinking, the cultural industries can be 
viewed as sharing distinctive features that Hesmondhalgh (2007: 18; see also Caves, 
2000; Garnham, 2005) separates between problems and common responses: 
Problems: 
 Risky business 
 Creativity versus commerce 
 High production costs and low reproduction costs 
 Semi-public goods; the need to create scarcity 
Responses: 
 Misses are offset against hits by building repertoire 
 Concentration, integration and co-opting publicity 
 Artificial scarcity 
 Formatting: stars, genres and serials 
 Loose control of symbol creators; tight control of distribution 
and marketing 
These features have implications for the overall structure of the cultural industries. For 
example, the unpredictable/risky nature of the business resulting from the highly 
subjective nature of its products, favours larger companies who can finance multiple 
projects, offsetting failures against the profits of more successful ventures. Government 
policy is also influenced by these issues, as in the creation of intellectual property law at 
national and international scales to create artificial scarcity and enable producers to 
recoup the high initial investment necessary for many cultural products. The tensions 
between creativity and commerce have particular effects upon cultural workers whose 
LQSXWVDUH¶JRYHUQHGE\FRPSOH[FRQWUDFWXDOUHODWLRQV«GHWHUPLQLQJWKHGLVWULEXWLRQRI
profits to various rights hROGHUVQHJRWLDWHGEHWZHHQSDUWLHVZLWKKLJKO\XQHTXDOSRZHU·
(Garnham, 2005: 20). Outcomes for labour can be viewed as somewhat ambivalent, 
providing for both autonomy and uncertainty (see Chapter 4).  
2.2.3 ƵůƚƵƌĂů/ŶĚƵƐƚƌŝĞƐĂƐWŽůŝĐǇKďũĞĐƚ PdŚĞ ‘ƌĞĂƚŝǀĞ ?/Ŷdustries 
In many nations in the period following the Second World War, cultural policy had 
focussed on funding the legitimated, classical arts. Even as its scope expanded to 
LQFOXGH FUDIWV DQG ¶IRON· DUW FRQFHUQ UHPDLQHG ODUJHO\ ZLWK VXEVLGLVLQJ DQG UHJXOating 
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¶WKH DUWV· +HVPRQGKDOJK  3UDWW  VXJJHVWV WKDW WKH FXOWXUDO LQGXVWULHV DV
commercial ventures, were an irritant to a cultural policy that sought to protect the 
largely not-for-profit cultural sector. By the 1980s, however, their expansion accelerated 
in the global north ² a process linked to a number of factors including increases in 
leisure time, economic prosperity and literacy rates ² VR WKDW ¶LW ZDV EHFRPLQJ
increasingly difficult for cultural policy-makers to ignore the growing cultXUDOLQGXVWULHV·
(Hesmondhalgh & Pratt, 2005: 3).  
The Labour-run Greater London Council (GLC) was a pioneer in this area. From 1983 
it made radical revisions to the basis of cultural policy by introducing the cultural 
industries concept. This came from an engagement with the political economy school, 
DQGDGHVLUHWRFKDOOHQJHHOLWLVWQRWLRQVRIFXOWXUHDQGDFNQRZOHGJHWKH¶LPSRUWDQFHRI
thinking about the distinctive characteristics of primarily symbolic production and 
FRQVXPSWLRQ· +HVPRQGKDOJK  ). For Hesmondhalgh this developed in two 
strands: first was a shift of focus from the artist to the audience and an acceptance of 
the role of the commercial in the formation of popular tastes. There was a belief, 
therefore, that public policy should engage with the market to distribute cultural goods 
DQGVHUYLFHV VRWKDW DGHPRFUDWLFFXOWXUDOSROLF\FRXOGGHYHORS¶EDVHGRQDQHGXFDWHG
and informed audience demand to which publicly owned distribution companies and 
FXOWXUDOSURGXFHUVDOLNHFRXOGUHVSRQG·2·Connor, 2007: 23). The second ² less radical, 
and less central ² strand was to use investment in cultural industries for the purpose of 
regeneration, their economic impacts being viewed as a possible ameliorative to the 
problems associated with the shift to a post-Fordist economy. The abolition of the 
Greater London Council by the Conservative government in 1986 meant that its 
policies were never fully implemented.  
At this point it was possible to view a shift in emphasis to the second strand of the 
*/&·V programme, that is, economic regeneration. It was Sheffield that took up the 
*/&·VLGHDVDQGEHFDPHLQIOXHQWLDOLQWKHVSUHDGRIORFDOFXOWXUDOLQGXVWULHVSROLF\DQG
LQSDUWLFXODUWKHLGHDRIWKH¶FXOWXUDOTXDUWHU·+HVPRQGKDOJK	3UDWW&XOWXUDl 
quarter policy focussed on the proliferation of producers in niche and volatile markets 
and thus led to discourses stressing the value of QHWZRUNVRI ¶VPDOODQGPHGLXPVL]HG
HQWHUSULVHV·embedded in local spaces DVWKH¶FUXFLDOIDFWRULQHFRQRPLFXQGHUVWDQGLQJ·
2·&RQQRU7KLVJDYHULVHWRGLVFXVVLRQVRIFOXVWHULQJHIIHFWVDQGDWWHPSWVWR
H[SORLWWDFLWNQRZOHGJH¶URRWHGLQORFDOVRFLDOVWUXFWXUHVLQVWLWXWLRQVDQGFXOWXUHV·S
Scott, 2000). Such activity was becoming less a matter of cultural policy than of local 
economic strategy, the cultural industries becoming:  
increasingly attached, in a new era of local and regional development 
SROLF\WRWKHJRDOVRIUHJHQHUDWLRQDQGHPSOR\PHQWFUHDWLRQ«
entrepreneurs in the cultural industries provided a new model of 
work and a key basis for local economic growth. (Hesmondhalgh, 
2007: 140)  
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Hesmondhalgh goes on to argue that the result of such thinking was to steadily erase 
WKH YLHZ LPSOLFLW LQ VRPH RI WKH */&·V ZRUN WKDW ¶FXOWXUDO SURGXFWLRQ PLJKW  be 
FRQQHFWHG WRZLGHUPRYHPHQWV IRUSURJUHVVLYH VRFLDO FKDQJH· S DQG WRZDUGV DQ
engagement with economic neoliberalism (see also Hesmondhalgh et al., 2014). 
2·&RQQRU QRWHV WKHSUDJPDWLFEDVLV WR VXFKDPRYHDV ORFDO DXWKRULWLHVRI WKH
period were expected to deliver a restructured economy ² no longer reliant on 
manufacturing ² while they were simultaneous subject to restrictions on their powers 
over planning and local taxation:  
,QWKHSURFHVV¶FXOWXUH·SUHYLRXVO\VHHQDVDPDUJLQDODQGPDLQOy 
decorative or prestige expenditure, began to move much closer to the 
centre of policy making as a potential economic resource. (p.26) 
From 1997, to further develop the economic potential of the cultural industries and 
¶FUHDWLYLW\· SROLF\ under the New Labour administration abandoned the old name in 
IDYRXURIWKH¶FUHDWLYHLQGXVWULHV·$VQRWHGDERYHWKHFUHDWLYHLQGXVWULHVZHUHGHILQHG
by the newly formed Department of Culture, Media and Sport in relation to the 
exploitation of intellectual property, thus creating a much broader sector ² for example, 
including computer software ² that was able to make much increased claims as to its 
economic importance. It was work by the Creative Industries Task Force that codified 
this, using attractive (although, perhaps, dubious) statistics on wealth creation and 
employment alongside a vision for a post-Thatcher Britain that celebrated autonomy 
DQG IOXLGLW\ LQ LQGLYLGXDO ZRUNOLIH SDWWHUQV 2·&RQQRU  7KH Creative Industries 
Mapping Document (DCMS, 1998; 2001) became a defining document in cultural policy, 
DQGD VXFFHVVIXO H[SRUW WRRWKHU UHJLRQV WKDWZHUHDWWHPSWLQJWR H[SORLW WKH¶G\QDPLF
DVVRFLDWLRQRIFXOWXUHHFRQRPLFVDQGDQHZZDYHRIPRGHUQLVDWLRQ·2·&RQQRU
41). 
This was supported by the development of models to measure the economic impact of 
the creative industries ² LQVWUXFWLYH ZRUN E\ 0\VHUFORXJK LQWURGXFHG WKH ¶PXOWLSOLHU
HIIHFW·DQGWRRNDQLQVWUXPHQWDOYLHZRIWKHDUWV VHFWRUVHHNLQJWRIRUHJRDQ\¶VSHFLDO
SOHDGLQJ·DQGSURYLGHREMHFWLYHGDWa for: 
x the benefit, in terms of employment and other economic returns 
RISXEOLFVSHQGLQJRQWKHDUWV« 
x the importance of cultural tourism and its contribution to the 
QDWLRQDOHFRQRP\« 
x WKHVLJQLILFDQFHRIRYHUVHDVHDUQLQJVDWWULEXWDEOHWRWKHDUWV« 
x the value to the business community of a healthy arts sector; 
x the importance of the arts as an agent of urban renewal; 
x the prospects of the arts sector, and the opportunities provided 
for realising the economic potential of the arts.  
(Myersclough, 1988: 3) 
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The need to show a return on investment, and produce an evidence-base for policy, has 
embedded itself in government policy so that further frameworks have developed to 
justify spending on the arts ² and the cultural industries linked to them in policy ² by 
finding ways to articulate their value. Where returns are not economic in nature, or 
difficult to economically quantify, toolkits have been developed to measure, for 
example, social impacts and express these in economic terms. The Cabinet Office-
backed Social Return on Investment (Nicholls et al., 2009) is an example of such a 
WRRONLW WKDW LV VHHQ WREULGJH WKH ¶SHUFHLYHGGLVWDQFHEHWZHHQHFRQRPLFVZKLFK LV WKH
dominant language of government, and the cultural sector, which operates on a very 
different set RI DVVXPSWLRQV DQG FRQFHSWV· 2·%ULHQ   &ULWLFV KRZHYHU QRWH
WKDW WKLV FDQ OHDG WR D FXOWXUHRI ¶SROLF\-EDVHGHYLGHQFHPDNLQJ· %HOILRUH	%HQQHWW
DQG¶EXOOVKLWWLQJ·%HOILRUH 
For Garnham (2005) such creative industries policy was embedded not in culture or arts 
EXW LQ WKH UKHWRULF RI WKH LQIRUPDWLRQ VRFLHW\ LQ ZKLFK WKH ¶VXSSRVHG SD\ RII LV QRW
widened access or even higher quality within the United Kingdom, but jobs and export 
HDUQLQJV LQ D FRPSHWLWLYH JOREDO HFRQRP\· S *DUQKDP·V FULWLTXH RI WKH FUHDWLYH
LQGXVWULHVLVH[WHQVLYHVXJJHVWLQJWKDWLWVHQWLUHHYLGHQFHEDVLVLVIODZHGDQGLW¶VHUYHVDV
a slogan, as a shorthand reference to, and thus mobilises unreflectively, a range of 
supporting theoretical and politLFDOSRVLWLRQV·S+HVXJJHVWVWKDWDNH\RXWFRPHRI
this is an alliance of cultural producers committed to the strengthening of intellectual 
property rights, even at the expense of innovation.2 $JDLQVW WKH */&·V DWWHPSWV DW
creating an audience-oriented cultural policy, it also signalled the return to an artist-
centred notion of subsidy, as education programmes sought to remedy a supposed lack 
of skills required from a creative and innovative workforce. 
Further criticism comes from those who view the creative industries as lacking 
specificity. For example, Pratt (2005) sees the term as having little analytical value: 




Pratt goes on to suggest that it fails to capture the complexity of work and 
remuneration arrangements within the various sectors and is, ultimately, a small-
business policy based on creative entrepreneurialism that is unable to address structural 
issues in their value chains, skills gaps, access to technology, market development and 
linkages to other sectors.  
0LOOHU  VXJJHVWV WKDW WKH ¶KLJKSULHVWVRI FUHDWLYH LQGXVWULHV·Kave created policy 
that is: 
                                                   
2 Indeed, current UK coalition government policy on the creative industries appears to rest entirely on the 
provision of strong intellectual property rights (DCMS, 2011). 
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intellectually unformed, politically misinformed, and economically 
deIRUPHG«7KHVHUHDFWLRQDULHVGRQRWIRFXVRQWKH
precariat/immaterial labour, high-tech pollution, cultural imperialism, 
or even define industries adequately. (p.43) 
Producing better policy for the cultural industries, then, can be viewed as resting on an 
understanding of their scope and creating a better definition of what can be usefully 
included. Hesmondhalgh and Pratt (2005) point to arguments that suggests the cultural 
LQGXVWULHV LV D GHIXQFW FRQFHSW KDPSHUHG E\ WKH IOH[LELOLW\ RI WKH WHUP ¶FXOWXUH· RU
rendered superfluous by the increasingly cultural and symbolic aspects of all production. 
They counter this argument by delineating the cultural industries by their main interest, 
WKHSURGXFWLRQRIV\PEROLFDHVWKHWLFDQGDUWLVWLFRXWSXWVWKDWFDQ¶FDQSRWHQWLDOO\KDYH
such a strong influence on the very way we understand society ² including, of course, 
FXOWXUDOSURGXFWLRQLWVHOI·S+HVPRQGKDOJKH[Sands on this, suggesting that 
WKHFXOWXUDO LQGXVWULHVDUH LQVWLWXWLRQVLQYROYHGLQWKH¶SURGXFWLRQRIVRFLDOPHDQLQJ«
[through] activities the primary aim of which is to communicate to an audience, to create 
WH[WV· S HPSKDVLV DGGHG +H DUJXHV WKDW WR open discussion of the cultural 
industries to any object carrying social meaning would risk losing what makes these 
industries distinctive, making an understanding of the degree of communication in an 
object versus its functional aspects is a key issue (see also Banks, 2007). 
Defining the cultural industries is made more difficult by the need to appreciate context. 
)RU3UDWW ¶FXOWXUDOIRUPDWLRQVDUHVLWXDWHGLQVSDFHVDQGWLPHVWKHDQVZHUPXVW
EH ORFDOO\ FXOWXUDOO\ DQG SROLWLFDOO\ GHILQHG· S For example, comparing ceramics 
production in Stoke-on-Trent against their manufacture in the Far East demonstrates a 
need for an awareness of spatial particularity (Banks, 2007). Similarly, consideration 
QHHGV WR EH JLYHQ WR WKH ¶GHSWK· RI WKH FXOWXUDO LQGXVWULHV ZKHUHDV WKHLU ¶EUHDGWK· ² 
whether to include or exclude cultural tourism, sport etc. ² has traditionally attracted 
DWWHQWLRQ DGHTXDWH GHILQLWLRQV QHHG DOVR WR H[SORUH ¶WKH ZKROH FLUFXLW RU F\FOH RI
production necessary to produce cultural produFWV· +HVPRQGKDOJK 	 3UDWW  
see also Pratt, 2005). That is to say, there is a need to explore the surrounding structures 
of production, manufacturing, distribution and retail channels, and question how far 
down the value chain to look ² and question whether to include functions such as retail, 
service and manufacturing. 
7KH QHHG WKHQ LV VLPSO\ ¶WR NQRZ PRUH DERXW WKH FXOWXUDO LQGXVWULHV DQG KRZ WKH\
operate, and what people do and think about during the creation and use of their 
SURGXFWV·+HVPRQdhalgh & Pratt, 2005: 10). 
2.3 Summary 
This Chapter started by providing an overview of social and economic changes 
DVVRFLDWHG ZLWK ZKDW PLJKW FKDUDFWHULVHG DV ¶SRVW-)RUGLVP· ,Q WKH JOREDO QRUWK WKH
transition to post-Fordism has been accompanied by a change in focus to information 
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and knowledge as keys assets and as providing the basis for future economic growth. 
This was alongside increasing individualisation and positional consumption, and the 
development of new communications and logistic technologies. These provided the 
EDVLVIRUWKHHPHUJHQFHRIWKH¶FXOWXUDOLQGXVWULHV·DVDSROLF\REMHFW7KHVHVHFWRUVDUH
based upon the generation of information and knowledge, and can provide a range of 
¶QLFKHG·FRQVXPHUJRRGVDQGVHUYLFHV+RZHYHUWKLV&KDSWHUKDVKighlighted problems 
DVWRWKHFRKHUHQFHRIDSSURDFKLQJDVHULHVRIGLVSDUDWH¶FXOWXUDO·LQGXVWULHVDVDGLVWLQFW
sector, and it has pointed to dubious measures of beneficial impacts and critiques of 
what is perceived as an instrumental approach to culture. Thus, there remain important 
questions as to the social, economic and political motivations and implications of 
cultural industries policy. 
In considering these issues this thesis will turn to two specific topics that highlight 
critical debates around the cultural industries and, more broadly, about the spatial and 
social changes associated with post-Fordism outlined above. Chapter Three will note 
that, as the cultural industries are increasingly deployed in urban policy as a means by 
which to ameliorate social issues and the economic decline associated with 
deindustrialisation, there are important questions as to how they are used and the 
effects of such culture-led urban policy in, for example, inter-urban competition and the 
speculative construction of place. Furthermore, cultural work is seen by some as 
exemplary of post-Fordist work styles, representing both the opportunities afforded by 
flexible work and opportunities for self-realisation, but also the challenges of insecurity 
in casualised, individuated labour markets. As such, while the cultural industries are 
promoted by policy makers for their myriad beneficial effects, there remain important 
questions as to the quality of work in these sectors. Chapter Four will explore such 
debates on the conditions of labour within the cultural industries, considering issues of, 
for example, autonomy and identity construction. These literatures will provide the 
basis for the analysis and discussion in subsequent Chapters. 
3 ƵůƚƵƌĞ-ůĞĚhƌďĂŶWŽůŝĐǇ 
The Introduction to this thesis highlighted the regeneration strategies being adopted by 
some coastal towns (BOP Consulting, 2011; Dryburgh, 2010; Kennel, 2011; New 
Economics Foundation, 2005), specifically those of Margate and Folkestone (Ewbank, 
2011; Flamming, 2008ab; Kent County Council, 2010). While coastal towns can be 
viewed as having developed in particular ways, distinct from other similarly sized 
industrial towns (Beatty et al., 2008; Smith, 2004), these strategies may be viewed as part 
of a broader trend towards culture and creativity as a tool in responding to the changes 
associated with post-Fordism (Bassett, 1993; Landry, 2000; Scott, 2000). Such 
interventions have come to be viewed as an important tool in stimulating urban 
economic growth, culture being used to upgrade the image of a place to attract further 
investment, while new cultural industries replace declining sectors (Currid, 2007; Harris 
& Moreno, 2012; Kong, 2007; McRobbbie, 2011; Mommaas, 2004; Peck, 2005; Pratt, 
2008; 2009; 2011). Approaches to the deployment of the cultural industries in urban 
policy have, however, been criticised from many perspectives. These include 
questioning their instrumental approach to culture; issues of efficacy, and their 
misplaced emphasis on consumption over production (e.g. Lees & Melhuish, 2013; 
Markusen, 2006; Peck, 2005; Pratt, 2008). Moreover, discourses of culture/creativity 
have been viewed as distracting attention from the contested politics of urban renewal 
(Mathews, 2010). 
This Chapter, then, will discuss how culture and creativity have come to be viewed as an 
important part in inter-XUEDQFRPSHWLWLRQXVHGDVDPHDQVE\ZKLFKWRXSJUDGHDFLW\·V
image to appeal to new investors, visitors and residents in light of the changing 
demands of contemporary capitalism. It will further explore the ways in which culture 
and creativity have come to be deployed within such policies, looking over how spaces 
FRPHWREHSURGXFHGDV¶FUHDWLYH·RU¶FXOWXUDO·DQGWKHNH\FULWLFDOGHEDWHVRYHUZKDWWKH
effects of such policies might be. This includes the role of culture-led urban policy in 
gentrification, and the ways in which the labour of cultural producers, and artists in 
particular, is implicated in the production of these spaces. 
3.1 Capital and the Production of Space 
For Castree et al., (2004: 64) places cannot be viewed as a given but, rather, should been 
seen as the cumulative product of the interaction of environmental circumstance, 
historical outcomes and myriad human practices ² this includes economic systems and 
means that, particularly for the economies of the global north, attention must be paid to 
the role of capital. For Herod (2003: 114), it is the work of Henri Lefebvre that has 
PDGH H[SOLFLW ¶the connections between the functioning of capitalism and its spatial 
organization·/HIHEYUHDUJXHVWKDWVSDFHLVQRWPHUHO\D¶FRQWDLQHU·WREHVXEVXPHGE\
the analysis of class and social relations and the functioning of an urbanising mode of 
capitalist accumulation. Rather, there is a circular process in which space is actively 
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produced by and is generative of capitalist relations (Merrifield, 2006: 103-5). For 
example, the Fordist mode of production was based on large-scale and long-term 
investment in mass production systems that presumed stable and invariant growth in 
consumer markets. Particularly in the period following World War II, economic growth 
in this system produced particular kinds of spaces visible in what Harvey (1990: 132) 
FDOOV ¶D VHULHV RI JUDQG SURGXFWLRQ UHJLRQV LQ WKH ZRUOG HFRQRP\· VXFK DV in the US 
Midwest or the Ruhr²Rhineland in Germany. These are examples of ways in which 
capitalism has been able to: 
attenuate (if not resolve) its internal contradictions« it has 
VXFFHHGHGLQDFKLHYLQJ¶JURZWK·:HFDQQRWFDOFXODWHDWZKDWSULFH
but we do know the means: by occupying space, by producing a space. 
(Lefebvre quoted in Herod, 2003: 114) 
It is possible to point to the development of these spaces as linked to new 
manufacturing technologies and the geographical expansion of transport and 
communication systems that allowed these regions to draw in supplies of raw materials 
from around the world. Importantly, they were also the product of mass consumer 
markets and the habituation of wage labour to the Fordist division of labour (see the 
previous Chapter). 
The fracture of the Fordist compromise from the 1970s can viewed as interlinked with 
a shift in these relations and the kind of geographical organisation needed to realise 
profit. Companies reconfigured themselves into more flexible enterprises better suited 
to increasingly competitive and volatile markets, and important manufacturing 
industries shed jobs as they utilised more efficient production techniques and ² enabled 
by new technologies that allowed for the geographic dispersal of activity ² relocated to 
regions that had weaker labour power and lower wages (Bauman, 2000; Tödtling, 1994). 
Deindustrialisation in many parts of the global north meant that these places were in 
need of new private investment from enterprises in growth knowledge and service 
sectors, while the relative increase in the mobility of capital ² afforded by new 
technologies and a shift to more flexible investments ² rendered each city just one site 
out of many possible locations for investment, both nationally and internationally 
(Harvey, 1989; 1990).1 Attracting such investment is viewed as critical. Command and 
control functions are concentrated in core cities that are the key nodes in networks of 
capital, money, commodities, labour and information, and failure to assume or maintain 
VXFK¶FRUH·VWDWXV² at the regional, national or international scale ² will relegate the city 
                                                   
1 It is important to note, however, that capital is never wholly free from the constraints of time and space. 
As natural barriers to communication are eroded spatial considerations may be viewed as more significant 
to the operations of capital as investment decisions can hinge on increasingly specific preferences (Herod, 
2003: 125). For Castree et al. (2004: 76-8), the case for the mobility of capital is often overstated. This is 
especially the case when considering many small and medium size enterprises where mobility is limited by 
ties to local markets and networks. Moreover, whatever size a business is it must locate somewhere. 
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WRWKHSHULSKHU\ ¶UHVXOWLQJLQLQVWDQWGHFOLQHDQGWKXVLQHFRQRPLFVRFLDODQGSK\VLFDO
GHWHULRUDWLRQ· (Castells, 2000: 443). For Harvey (1989), therefore, investment: 
increasingly takes the form of a negotiation between international 
finance capital and local powers doing the best they can to maximise the 
attractiveness of the local site as a lure for capitalist development. (p.5) 
Contemporary urban governance, then, may be viewed as ¶HPEHGGHGLQDIUDPHZRUNRI
zero-sum inter-XUEDQFRPSHWLWLRQIRUUHVRXUFHVMREVDQGFDSLWDO·Harvey, 1989: 5). As 
such, the post-)RUGLVW FLW\ LV ¶OHVV WKDQ HYHU WKH SURGXFW RI QDWXUDO FRQGLWLRQV RI
locDWLRQ EXW UDWKHU RI HFRQRPLF VWUDWHJLHV· (VVHU 	 +LUVFK   GHVLJQHG WR
maintain or secure a ¶post-industrial· future. Culture and creativity have come to be 
understood as one such strategy. 
3.2 Culture, Creativity and Inter-Urban Competition 
As the cultural industries (and, more broadly, discourses of culture and creativity) have 
come to occupy a key position in policy ² recognised not only for their economic 
performance, but also for assumed social benefits (DCMS, 2008; Landry, 2000; Miles & 
Paddison, 2005) ² they have also come to influence urban policy. In an era of inter-
urban competition, the arts have come to be: 
increasingly prized in the postindustrial city for their ability to brand, 
FXOWLYDWHDQGFODVVLI\VSDFH« The presence of the arts (the alterations 
of built form and the caché attached to the artistic lifestyle/output) 
transforms the symbolic meaning of urban spaces and catalyzes 
economic development. (Matthews, 2014: 1019) 
Broadly, the rhetoric of culture and creativity have been utilised to create urban policy 
that encompasses some combination of: 
1.  a concern with opening up traditional institutions such as 
museums and theatres to wider public use, by increasing access and 
encouraging more involvement in the local community; 
2.  an expanded program of support for community arts, ethnic 
minority cultures, and socially and culturally deprived 
neighbourhoods; 
3.  a new focus on the infrastructure necessary for cultural 
production, embracing investment in studios, workshops, marketing 
and supSRUWRUJDQLVDWLRQVDQGWKHSODQQLQJRI¶FXOWXUDOGLVWULFWV·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4.  an extension of traditional cultural policies to include support for 
new technology sectors, such as television (cable and video), central 
to the whole field of popular culture; 
5.  a recognition of the role of the arts in urban regeneration, 
W\SLFDOO\LQYROYLQJWKHODXQFKRI¶IODJVKLS·GHYHORSPHQWSURMHFWVIRU
arts centres, theatres, and concert halls in inner-city areas; 
6.  the launching of high-profile events or festivals, often linked to 
local heritage themes, to encourage cultural tourism; 
7.  a program of investment in public art and sculpture and the 
revival of urban public spaces for multiple forms of activity. 
(Bassett, 1993: 1775) 
Prominent examples include, for example, %LOEDR·V *XJJHQKHLP DQG /RQGRQ·V 7DWH
Modern (Dean et al., 2010; Plaza, 2000) ² both interventions based around the 
development of large contemporary art galleries ² RU WKH ¶FUHDWLYH· DUHDVRI /RQGRQ·V
(DVW(QGDQG1HZ<RUN·V/RZHU(DVW6LGH3UDWW'HXWVFKH	 Ryan, 1984). In 
each case such developments have been lauded by their proponents as an important 
part of urban, social and economic regeneration. Evans and Shaw (2004) point to the 
UKHWRULF RI ¶VRFLDO UHJHQHUDWLRQ· LQ FXOWXUH-led urban policy, while recent reports 
KLJKOLJKW WKH UROHRI VXFK VWUDWHJLHV LQJHQHUDWLQJ ¶VRFLDO FDSLWDO· (ZEDQNHW DO 
Vella-Burrows et al., 2014).  Mommaas (2004: 518) notes that the overarching rationales 
of these culture-led interventions is the creation and exploitation of synergies between 
culture, leisure and tourism for economic development (e.g., see Local Government 
Association, 2013). Perhaps unsurprisingly, given the range of positive outcomes they 
are assumed to provide, culture-led urban policies have proved popular in policy circles 
DQG EHFRPH D ¶JOREDO SKHQRPHQRQ· (YDQV   DQG SDUW RI D ¶´FLYLF JROGµ
UXVK·6WHYHQVRQ 
While often viewed as a new and novel way of approaching urban policy, Lloyd notes 
that such strategies proceed in the context of historical contingency, that: 
cities remain historically cumulative projects, and new strategies 
within urban space are shaped by the interaction with prior 
outcomes. (Lloyd, 2010: 28) 
In particular he argues that while WKH¶neighborhood-level resurgence·(2004: 344) they 
foment is unevenly distributed throughout cities and while such development ¶no longer 
follows the impetus of industrial production· LW UHPDLQV WKDW ¶they continue to derive 
advantages from the morphology of older industrial neighborhoods, with important 
consequences for the articulation of the postindustrial city · (p.343). For example, the 
VWDUWLQJSRLQWVIRUWKHFUHDWLRQRIWKHFXOWXUDOKXERI6KRUHGLWFKLQ/RQGRQRU%HLMLQJ·V
Factory 798 art district were based in under- or disused industrial buildings that were 
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¶UHF\FOHG· E\ FXOWXUDO ZRUNHUV ,Q WKHVH ¶FXOWXUDO TXDUWHUV· LW LV DUJXHG WKDW FXOWXUDO
ZRUNHUV FDQEHQHILW IURP WKH ¶DJJORPHUDWLRQHFRQRPLHV·RI FOXVWHUV 6FRWW  
6FRWWDUJXHVWKHUHFDQEH¶EHQHILFLDOHPHUJHQWHIIHFWV· LQFOXGLQJD ORFDO ODERXUPDUNHW
attuned to local requirements that facilitates recruitment; emergence of localised 
¶SROLWLFR-FXOWXUDODVVHWVVXFKDVPXWXDOWUXVWWDFLWXQGHUVWDQGLQJVOHDUQLQJHIIHFWV·DQG
economies of scale in the provision of education and training, and essential 
infrastructure. There are also assumed to be lifestyle factors attracting cultural workers 
to these spaces as such developments often also take a mixed-use design, incorporating 
work and office space, shops, bars and cafés, alongside housing (Evans, 2004). 
The perceived contributions artists PDNH DV ¶FUHDWLYHV· DUH PXOWLSOH JLYHQ WKH\ DUH
viewed as providing cultural consecration to the spaces they inhabit, one that draws on 
bohemian mythology and the durable association between artists and symbolically rich 
urban districts that carry normative connotations of being authentic, cool or edgy 
/OR\G=XNLQ7KLVVWDQGVLQRSSRVLWLRQWRWKHFUHDWLRQRI ¶HGJHFLWLHV· ² 
that is to urban sprawl, and the decanting of work, leisure and residential properties to 
the periphery of cities in the global north, with a consequent loss of urban identity and 
sense of place (Garreau, 1991; Bontje & Burdack, 2005). Artists are viewed as reversing 
this decentring as areas associated with cultural production, as broadly conceived and 
with artists and art in particular, are often viewed as possessing an inherent symbolic 
FDFKHWDV DUWLVWVDUHXQGHUVWRRGWREHVWRZD ¶VXUIHLWRIPHDQLQJ·/H\VHH
also Matthews, 2010). 
Culture and creativity, more broadly, can also be used to tease out the distinctive marks 
and increase the symbolic capital of place so important in inter-urban competition. As 
Landry (2000: 118) argues, this is crucial ¶as celebrating distinctiveness in a 
homogenising world marks out one place from the next. Making the specific symbols of 
WKHFLW\«YLVLEOH>SURGXFHV@DVVHWVIURPZKLFKYDOXHFDQEHFUHDWHG· 7KHVH¶V\PEROVRI
WKH FLW\· FDQEH JURXQGHGLQ ¶WKH ILHOGRIKLVWRULFDOO\ FRQVWLWXWHGFXOWXUDO DUWHIDFWV and 
SUDFWLFHV DQG VSHFLDO HQYLURQPHQWDO FKDUDFWHULVWLFV· +DUYH\ and utilised to 
FRQVWUXFWDQDWWUDFWLYHLPDJHIRULQYHVWRUVE\UDLVLQJWKHLU¶TXRWLHQWRIV\PEROLFFDSLWDO
DQGWRLQFUHDVHWKHLUPDUNVRIGLVWLQFWLRQ·SVHHDOVR%DVVHWW93; Zukin, 2010). 
7DWH0RGHUQRQ/RQGRQ·V6RXWK%DQNLVH[HPSODU\KHUHWKHJDOOHU\UHFRQILJXULQJWKH
disused Bankside power station into an iconic part of the city (Dean et al., 2010).  
As such, the use of culture and creativity in urban policy may, then, be understood as a 
competitive strategy EDVHG RQ WKH ¶XSJUDGLQJ· RI WKH FLW\·V LPDJH DQG WKURXJK WKH
development of the unique selling points of the city-cum-product. That is, urban policy 
PDNHUV HQJDJH LQ D ¶VHOI-conscious and self-styled urban re-creatiRQ·, seeking to reject 
negative images from the past and trade on claims to authenticity and uniqueness 
(Bailey et al., 2004: 48; Zukin, 2010). Creative and cultural spaces, then, are being 
SURGXFHG E\ SROLFLHV WKDW PD\ EH YLHZHG DV SURGXFLQJ SDUWLFXODU ¶Uepresentations of 
VSDFH· /HIHEYUH   ² space as conceived in systems of signs and symbols. 
Culture-led urban policy, situated in contemporary discourses around culture, the 
creative industries, the knowledge economy and creative cities, establishes a logic for 
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social and political practices and have material and immaterial implications as they 
¶intervene in and modify spatial textures·(Lefebvre, 1991: 42). 
To the proponents of culture-led urban policy the beneficial effects are wide ranging: 
Culture is a means of spreading the benefits of prosperity to all 
citizens, through its capacity to engender social and human capital, 
improve life skills and transform the organisational capacity to handle 
DQGUHVSRQGWRFKDQJH«&XOWXUHLVDPHDQVRIGHILQLQJa rich, 
shared identity and thus engenders pride of place and inter-
FRPPXQDOXQGHUVWDQGLQJFRQWULEXWLQJWRSHRSOH·VVHQVHRI
anchoring and confidence. (Comedia, 2003 cited in Miles & 
Paddison, 2005: 835) 
Advocates argue that there are a synergistic blend of positive economic, social and 
cultural outcomes. Incoming cultural workers kick-start the process of regeneration, 
becomingLQHIIHFW¶WKHH[SORUHUDQGWKHUHJHQHUDWRU«EULQJLQJOLIHWRUXQ-down areas. 
They then attract a more middle-class clientele who would not have risked being the 
first, either through fear, the dislike of run-GRZQDUHDVRUSUHVVXUH IURPSHHUJURXSV·
(Landry, 2000: 125). Elsewhere, however, its political and theoretical rationales, and the 
effects of implementation are approached more critically (e.g. Bailey et al., 2004; 
Deutsche & Ryan, 1984; Matthews, 2010; Peck, 2005). 
The remainder of this Section will first H[DPLQH5LFKDUG)ORULGD·V&UHDWLYH&ODVVWKHVLV
as, perhaps, the most well-known exponent of the use of culture and creativity in urban 
policy. It will note some of criticisms this thesis has attracted, which will then be 
extended to a more general critique of culture-led urban policy, including its role in 
gentrification.  
3.2.1 The Creative Class 
Since the release of The Rise of the Creative Class 5LFKDUG)ORULGD·VZRUNRQ WKH
Creative Class has received much attention from politicians, the popular press and 
academics, garnering copious amounts of both praise and opprobrium (see Markusen, 
2006; Peck, 2005; Pratt, 2008b; 2011; Vivant, 2013). Peck (2005: 740) notes that the 
ERRNKDVEHFRPHD¶SXEOLF-SROLF\SKHQRPHQRQ·ZLWKLWVFHQWUDOWKHVLVSURYLQJ¶WREHD
KXJHO\ VHGXFWLYH RQH IRU FLYLF OHDGHUV DURXQG WKH ZRUOG· ,W LV SRVVLble to point to a 
number of possible reason why the thesis has proved to be so beguiling to policy 
makers; The Rise of the Creative Class itself has been packaged in populist way ² its style 
irreverent, informal and in-keeping with popular lifestyle-guides ² and has been 
supported by a concerted marketing campaign to disseminate its themes. This has been 
bolstered by the development of an index of successfully creative cities that Peck (2006: 
 GHVFULEHV DV ¶D WUDQVSDUHQWO\ FDOFXODWHG EXW DOVR KLJKO\ HIIective means of 
SRSXODUL]LQJ WKH FUHDWLYH FLWLHV WKHVLV· VHH DOVR 0DUNXVHQ  ,W DOVR RIIHUV D
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¶VWULNLQJO\FRQFUHWHXUEDQGHYHORSPHQWDJHQGD·3HFNWKHGHOLYHU\RIZKLFK
is feasible within the time and fiscal constraints of political election cycles.  
)RU)ORULGD  FUHDWLYLW\KDVEHFRPH ¶GHILQLQJ IHDWXUHRI HFRQRPLF OLIH« >,W@KDV
come to be valued ² and systems have evolved to encourage and harness it ² because 
new technologies, new industries, new wealth and all other good economic things flow 
IURPLW·S7KRVHFLWLHVWKHQWKDWIDLOWRFUHDWHWKHFRUUHFW¶SHRSOHFOLPDWH·IRUWKH
&UHDWLYH&ODVV¶ZLOOZLWKHUDQGGLH·S$VVXFK)ORULGD·VSURSRVDOLVWRUHSUHVHQWWKH
success of a city as a function of the presence of, or the ability to attract, the Creative 




To nurture, nourish, harness and channel the economic power of the Creative Class 
through a series of supply-side initiatives, therefore, becomes the priority of regional 
and urban policy-PDNHUV 7KH &UHDWLYH &ODVV KRZHYHU DUH ¶QRW VLPSO\ PRWLYDWHG E\
material rewards, like salaries and stock options and suburban security, but instead 
[want] to live exhilarating lives in interesting places, to be challenged and stimulated 
·3HFN744). The Creative Class are viewed as having specific requirements 
of the cities they choose to inhabit. Their particular work commitments mean that they 
¶OLWHUDOO\OLYHLQDGLIIHUHQWNLQGRIWLPHIURPWKHUHVWRIWKHQDWLRQ·Florida, 2002: 144), 
DV VXFK WKH\ VHHN RXW FRPPXQLWLHV ¶ULFK LQ WKH NLQG RI DPHQLWLHV WKDW DOORZ WKHP
precariously to maintain a work-OLIHEDODQFH«FRPPXQLWLHVZKHUHVRFLDOHQWU\EDUULHUV
are low, where heterogeneity is activeO\HPEUDFHGZKHUHORRVHWLHVSUHYDLO·3HFN
,W LVWKURXJKWKHLUFRQVXPSWLRQRIWKHFLW\WKH\XOWLPDWHO\VHHNWR¶YDOLGDWHWKHLU
LGHQWLWLHV·)ORULGD)XUWKHUPRUHWKH&UHDWLYH&ODVVare drawn to: 




certain streets lined with a multitude of small venues. These may 
LQFOXGHFRIIHHVKRSVUHVWDXUDQWVDQGEDUV«DUWJDOOHULHVERRNVWRUHV
and other stores; small to mid-sized theatres for film or live 
performance or both; and various hybrid spaces ² like a 
bookstore/tearoom/little theater or gallery/studio/live music space ² 
often in storefronts or old buildings converted from other purposes. 
(Florida, 2005: 139) 
)ORULGD·V VFULSW IRU FLYLF OHDGHUV DQG SROLWLFLDQV LV VXPPHG-up by Peck (2005) who 
suggests that it is reducible to investmeQWLQWKH¶VRIWLQIUDVWUXFWXUH·RIDUWVDQGFXOWXUH
WKURXJK LQFUHDVHG ¶SXEOLF VXEVLGLHV IRU WKH DUWV VWUHHW-level spectacles, and improved 
XUEDQIDoDGHVZLWKH[SHFWHG´UHWXUQVµLQWKHIRUPRIJHQWULILFDWLRQDQGWRXULVWLQFRPH·
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(p.749). Peck goes on to notH KRZHYHU WKDW ZKHUH )ORULGD·V LGHDV DUH IROORZHG WKH
plans produced run the risk of lapsing into the generic apparently spurned by the 
¶DXWKHQWLFH[SHULHQFH·VHHNLQJ&UHDWLYH&ODVVWKDWLVWKHVHSODQVIROORZ¶DUDWKHUQDUURZ
repertoire of newly legitimized regeneration strategies. The recurrent themes are 
XQPLVWDNDEOHDQGWKH\DUHDOUHDG\RQWKHZD\WREHLQJURXWLQL]HG·S  
As such, Florida·V WKHVLV has attracted criticism for the type of urban-interventions he 
prescribes; perhaps more seriously, criticism has also been directed at his definition of 
WKH&UHDWLYH&ODVVDQGWKHPRELOLVDWLRQRI¶FUHDWLYLW\·ZLWKLQWKLVWKHVLV0DUNXVHQ
QRWHVWKDWWKHVHFRQFHSWVDUH¶IX]]\DWEHVWRUPLVVSHFLILHGDWZRUVW·DUJXLQJWKDW
through the indiscriminate use of imprecise occupational census codes and sectorial 
categories, without recourse to any analysis of the nuances of occupations contained 
within, the Creative Class ultimately conflates creativity with educational attainment. 
7KH¶&UHDWLYH·&Oass, therefore, can perhaps be more accurately viewed as describing the 
portion of a population with high human capital as measured by their level of 
education. Similarly, Pratt (2008b) notes that his methodology for ranking creative cities 
is based around measuring the three Ts of technology, talent and tolerance none of 
ZKLFK DUH PHDVXUHV RI FUHDWLYLW\ VXJJHVWLQJ WKDW WKH &UHDWLYH &ODVV LV ¶QRW DERXW WKH
FXOWXUDOLQGXVWULHVRUFXOWXUDOSURGXFWLRQ·SEXWUDWKHUDWKHVLVEDVHGRQDWWUDFWLQJ
a particular class of labour and business for whom creativity, in the form of culture and 
WKHFXOWXUDOLQGXVWULHVLV¶DQLQVWUXPHQWDOVLGHVKRZ·WKDW: 
attracts the workers, which attracts the hi-tech investors. In this 
sense, the argument has little to differentiate it in principle from 
traditional behavioural and environmental determinist arguments, or 
from property-led strategies. (p.108) 
The Creative Class has also attracted political scrutiny from both the left and right. 
Malanga (2004), a senior fellow of the fiscally conservative Manhattan Institute think 
WDQN FULWLFLVHV )ORULGD IRU VXJJHVWLQJ WKDW ¶WD[HV LQFHQWLYHV DQG EXVLQHVV-friendly 
policies are less important in attracting jobs than social legislation and government-
SURYLGHGDPHQLWLHV·0RQH\VSHQWRQFXOWXUDO¶IULOOV·KHDUJXHVFRPHVIURPKLJKHUWD[HV
that ultimately result in economic stagnation ² SRLQWLQJWR¶VRFLDOLVWLF·6DQ)UDQFLVFRDQG
1HZ<RUNDVFLWLHVWKDWDUH¶FUHDWLYH·E\)ORULGD·VPHDVXUHVEXWDOVRXQGHUSHUIRUPLQJLQ
terms of job creation and talent retention. 
From the left, Florida is accused of ignoring issues of inter- and intra-urban inequality 
DQGSRYHUW\ ,I)ORULGD LVZULWLQJ DJXLGH IRU VXFFHVV LQ WKH ¶ZDU IRU WDOHQW· WKHQKH LV
advocating a brand of neoliberal inter-urban competition that is a zero-sum game and in 
which the number of losers vastly outnumbers the winners (Pratt, 2008b). Similarly, for 
3HFN  )ORULGD·V VWUDWHJ\ ZLWKLQ VXFFHVVIXO FLWLHV LV SUHGLFDWHG RQ D ¶VZHOOLQJ
FRQWLQJHQWHFRQRP\RIXQGHUODERUHUV·DQGIDLOVWo acknowledge: 
the possibility that there might be serious downsides to unrestrained 
ZRUNIRUFHDQGOLIHVW\OHIOH[LELOL]DWLRQVWUDWHJLHV«)ORULGDLVLQFOLQHG
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to revel in the juvenile freedoms of the idealized no-collar workplaces 
in this flexibilizing economy, while paying practically no attention to 
the divisions of labor within which such employment practices are 
embedded. (p.756) 
Both sides of the political spectrum agree that the Creative Class thesis is flawed 
through its inability to show causative effect: Florida eschews complex causal argument 
for inference, while powerful counterfactuals ² such as San Francisco and New York as 
VWDJQDWLQJ ¶FUHDWLYH· FLWLHV DQG/DV9HJDV DQG2NODKRPD&LW\ DVERRPLQJ ¶XQFUHDWLYH·
cities ² highlight the paucity of evidence and cast further doubt on such thinking 
(Malanga, 2004; Peck, 2005). Markusen (2006: 1924) is stringent in her summation that 
WKH&UHDWLYH&ODVV ¶LV LPSRYHULVKHGE\IX]]LQHVVRIFRQFHSWLRQZHDNQHVVRI HYLGHQFH
DQGSROLWLFDOVLOHQFH«WKHUHLVUHDOO\QR¶FODVV·KHUHDWDOO·. 
3.2.2 Criticisms of Creativity and Culture in Urban Policy 
7KHVH FULWLTXHV RI )ORULGD·V ZRUNLQJ DUH UHVRQDQW ZLWK WKRVH OHYHOOHG DW FXOWXUH-led 
urban policy more generally. To critics, by engaging in inter-urban competition for 
mobile public and private investment capital, urban policy can be viewed as 
¶LQDGYHUWHQWO\ IDFLOLWDWLQJ LQGHHG VXEVLGL]LQJ WKHYHU\ IRUPVRI FDSLWDO FLUFXODWLRQDQG
UHYHQXHFRPSHWLWLRQ WKDWZHUHPDMRU VRXUFHVRI WKHSUREOHP LQ WKH ILUVWSODFH· 3HFN
2005: 761). That is, the economics of these new developments are such that further 
investment is required to ensure their profitability even while their allure quickly fades 
VRWKDWWKH\UHTXLUH¶FLUFXODUDQGFXPXODWLYH·LQvestment (Harvey, 2001: 404). 
Harvey (1989: 7-8) argues that this approach can lead to a concentration of resources 
not on the amelioration of social problems, through improvements to living and 
working conditions, but on WKH ¶VSHFXODWLYH FRQVWUXFWLRQ RI SODFH· :KLOH PDQ\ VXFK
strategies have as their primary claim the procurement of benefits for local populations, 
he argues that their implementation can mean any positive effects are indirect and felt 
within an area wider or smaller than envisaged, and that they can divert focus and 
resources from broader problems. For Peck (2005) this results in: 
DSURFOLYLW\IRU¶VRIW·SOLDEOHDQGWDVN-oriented modes of urban 
governance, organized around short-term, concrete projects (like 
funding competitions or development schemes), rather than 
progressive and programmatic goals (such as poverty alleviation or 
HQYLURQPHQWDOVXVWDLQDELOLW\«S 
Moreover, Peck rejects the kind of rhetoric that posits culture-led development as, in 
VRPHZD\¶FLYLOLVLQJ·HFRQRPLFGHYHORSPHQWVXJJHVWLQJWKDWLWZLOO¶FRPPRGLI\Whe arts 
and cultural resources, even social tolerance itself, suturing them as putative economic 
DVVHWV WR HYROYLQJ UHJLPHV RI XUEDQ FRPSHWLWLRQ· S WKDW LQ WKHRU\ DQG SUDFWLFH
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XOWLPDWHO\RQO\SURYLGHVD¶PHDQVWRLQWHQVLI\DQGSXEOLFO\VXEVLGL]HXUEDn consumption 
V\VWHPVIRUDFLUFXODWLQJFODVVRIJHQWULILHUV·S; see below).  
This highlights a tension between production and consumption within these strategies. 
Comunian (2010) and Pratt (2008b) note an abundance of research on cultural 
consumption in regeneration that is not matched by work on cultural production. Pratt 
(2008b) and Bailey et al. (2004) point out that justification for strategies that favour 
consumption comes in the payoff of ¶WULFNOH-GRZQ·EHQHILWVWRWKHZLGHUFRPPXQLW\LQ
the form of jobs and economic growth. Both note, however, that the evidence is thin: 
The distinct lack of, and commitment to, in-depth research into this 
issue creates a situation in which policy makers are unable to draw an 
evidence base upon which to make key decisions in the application of 
culture-OHGUHJHQHUDWLRQVWUDWHJLHV«%DLOH\HWDO 
Yet WKH FXOWXUDO LQGXVWULHV DUH ¶D SUDFWLFDO H[DPSOH RI WKH K\EULG DQG FRPSOH[
relationships between production and consumption· 3UDWW E 107). Therefore, 
Pratt argues that to oppose these elements is to create a false dualism but, he goes on to 
argue, FRQVXPSWLRQ RULHQWHG UHJHQHUDWLRQ ¶LV FRUURVLYH WR SURGXFWLRQ-EDVHG YHUVLRQV·
(p.111). It remains that DWWHPSWVWR¶VHOOFLWLHV·ZLWKSXEOLFPRQH\are socially regressive 
as policy decisions result in investment targeted to the elite consumer, in which culture 
¶PD\EHYLHZHGDVWKHODWHVWEDXEOHWKDWLVRIIHUHGWRDWWUDFW&(2V·S  made with 
little reference to what residents want (Malanga, 2004). 
Consequently, there are also important questions raised about the properties of place 
culture-led strategies promote. The Creative Class thesis notes a proclivity for 
communities with weak social ties and low barriers to entry, that is, they demonstrate a 
¶ODFNRIFRPPLWPHQWWRSODFH·WKDW3HFNVXJJHVWV LV ¶SHUYHUVHO\FHOHEUDWHG·
)XUWKHUPRUHWKHWHQGHQF\WRGHSOR\D ¶URXWLQL]HG·GHYHORSPHQWVFULSWKDVEHHQQRWHG
above in relation to the Creative Class (see Peck, 2005) and by Harvey (2001), the 
standard script of investment in contemporary gallery spaces and cycle paths ultimately 
wears away any distinctiveness. For Scott (2000: 4) this can all combine to have a 
¶GHHSO\HURVLYHRUDWOHDVWWUDQVIRUPDWLYHHIIHFWVRQPDQ\ORFDOFXOWXUHV·DQGDVVXFKLW
is possible to ascertain that there are inherent dangers in situating the cultural and 
economic aspects of regeneration so closely, represented by the tension between 
maintaining local identity and global competitiveness (Bassett, 1993; Comunian, 2010). 
HarYH\   VXJJHVWV WKHVH DUH VHWWOHGZKHQ ¶>ORFDO@ FXOWXUDOGHYHORSPHQWV DQG
WUDGLWLRQV JHW DEVRUEHG ZLWKLQ WKH FDOFXOL RI SROLWLFDO HFRQRP\· ² arguing that the 
mobilisation of distinctiveness and identity in development, and the attendant claims 
based on symbolic capital, are a decoy to conceal economic rationales behind the veneer 
of culture and taste (Harvey, 1994). 
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3.2.3 'ĞŶƚƌŝĨŝĐĂƚŝŽŶĂŶĚƌƚŝƐƚƐ ?>ĂďŽƵƌ 
As culture-led urban policies have become more prominent the cultural industries, 
cultural workers and artists in particular have come to renewed attention for their role 
in gentrification processes (Ley, 2003; Mathews, 2010; Pratt, 2011; Vivant, 2013). For 
Landry (2000: 125WKHGHSOR\PHQWRIDUWLVWVWR¶JURWW\· parts of the city allows for the 
¶JURWWLQHVV· to be ¶tamed and made safe by the artist·IRUWKHDUULYDORIWKHPLGGOH-class, a 
view that seems devoid of any appreciation of local populations and their extant 
cultures and traditions. Moreover, it situates culture-led strategies as the first stage of 
gentrification. Therefore, culture-led urban policy raises questions about exactly who it 
is that benefits from such interventions, and whose culture is being mobilised.  
Culture-OHGXUEDQSROLF\WKDWDWWHPSWVWRVRFLDOO\ DQGHFRQRPLFDOO\ ¶UHJHQHUDWH·VSDFHV
has been criticised as privileging the demands of inter-urban competition and 
contemporary capitalism. The effects have included the transferral of the possession, or 
use, of properties across class boundaries, alongside changes in consumption patterns, 
changing aesthetics of the built environment and increase in property prices ² that is, 
gentrification (Ley, 2003; Smith, 1996). 
For Redfern (2003: 235JHQWULILFDWLRQ¶PDQLIHVWVLWVHOILQGLIIHUHQFHVLQFRQVXPSWLRQ
RUVW\OH·VXJJHVWLQJWKDWDVWKHVHSURFHVVHVSURFHHGWKHUHLVDFRQFRPLWDQWV\PEROLFUH-
ordering and aestheticisation of space (see also Mathews, 2010: 667). As such, if 
gentrification can be understood as the transformation of place from working to 
middle-class then, as Bridge (2006: 1967) argues, this symbolic transformation could be 
viewed as an act of symbolic violence against the working-class residents. Existing 
populations, then ² coQWUDSROLF\ FODLPV WKDW ¶UHJHQHUDWLRQ·ZLOOSURYLGH ¶more socially 
mixed, less segregated, more liveable and sustainable communities·/HHV² 
face displacement on two fronts: economically they are vulnerable to the rising cost of 
living as high property prices and rents remove options for affordable housing, 
shopping and socialising, while the changing symbolic and aesthetic properties of place 
can result in their home areas becoming alien as they are reconfigured to the tastes and 
requirements of others. 
In many instances, cultural regeneration has become synonymous with arts-led 
regeneration, and artists have come to be constructed as the vanguard of processes that 
symbolically embellish place. As such, within culture-led strategies it is artists who often 
assume ² whether consciously or not ² WKHSRVLWLRQRI ¶SLRQHHU·,QGHHG6PLWK
QRWHVWKDWWKHFRQVWUXFWLRQRIJHQWULI\LQJDUHDVDV ¶IURQWLHU·VSDFHVLVDFRPPRQWKHPH
and those forerunners of gentrification processes are often discusseGDV ¶SLRQHHUV·ZKR
HVWDEOLVK ¶EHDFKKHDGV DQG GHIHQVLEOH ERUGHUV« RQ WKH IURQWLHU· WDNLQJ WKH ¶VOXP«
SLHFH E\ SLHFH· S 6XFK ODQJXDJH VHUYHV WR KLJKOLJKW SUREOHPDWLF DVSHFWV RI
gentrification as it echoes the displacement and enclosure of colonisation. Artists are 
implicated in these processes because the symbolic capital they can bestow on an area 
VHH DERYH WKHLU SUHVHQFH XQGHUVWRRG DV ¶D FDWDO\VW IRU QHLJKERXUKRRG WUDQVLWLRQ·
%ULGJH  FRQYHUWLQJ ¶XUEDQGLODSLGDWLRQ LQWRXOWUD FKLF· Smith, 1996: 18). 
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7KH\ FDQ EH YLHZHG WKHQ DV RFFXS\LQJ D NH\ UROH LQ ¶HQKDQFLQJ WKH LQWHUHVWV RI
SRVWLQGXVWULDO FDSLWDOLVW HQWHUSULVHV HVSHFLDOO\ SURSHUW\ VSHFXODWLRQ· /OR\G  
operating as pioneers in marginal areas they bring a cachet that iQFUHDVHV WKH DUHD·V
symbolic capital, attracting cycles of investment seeking to profit from the gap between 
current and possible future rents. 
Deutsche and Ryan (1984) are stringent in their critique of artists as complicit in, and as 
legitimising, the geQWULILFDWLRQWKDW LV ¶systematically destroying the material conditions 
for the survival of millions of people· (p.97). They go on to argue that while they might 
seek to perpetuate the myth that they are separate from the dominant social group ² 
and, therefore, free from blame for the negative social effects of gentrification ² they 
DUH LQ IDFW HQWLUHO\FRPSOLFLW8VLQJWKH H[DPSOHRI WKHJHQWULILFDWLRQRI1HZ<RUN·V
Lower East Side as an art scene took hold, they suggest that artists exploited the 
neighbRXUKRRG¶IRULWVERKHPLDQ«FRQQRWDWLRQVZKLOHGHIOHFWLQJDWWHQWLRQDZD\IURP
XQGHUO\LQJ VRFLDO HFRQRPLF DQG SROLWLFDO SURFHVVHV· S-5), and that artists are 
wilfully blinded to extant populations and their effects. They provocatively argue that:  
This attitude, common among many art-ZRUOG¶SLRQHHUV·LV
reminiscent of the late nineteenth-FHQWXU\=LRQLVWVORJDQ´DODQG
ZLWKRXWDSHRSOHIRUDSHRSOHZLWKRXWDODQGµ'HXWVFKHDQG5\DQ
1984: 103) 
)XUWKHUPRUH 'HXWVFKH DQG 5\DQ DUJXH WKDW DUWLVWV ¶SUHVHQW themselves as potential 
YLFWLPV RI JHQWULILFDWLRQ· DV UHQWV ULVH DQG LQ GRLQJ VR ¶PRFN WKH SOLJKW RI WKH
QHLJKERUKRRG·V UHDO YLFWLPV· S 'HXWVFKH DQG 5\DQ XVHIXOO\ GUDZ DWWHQWLRQ WR
power imbalances ² and there must be attention drawn to the domination of the most 
marginalized groups in gentrifying processes ² but also, wrongly, assume victimhood 
status in gentrification is a zero-VXP JDPH DQG FROODSVH ¶DUWLVWV· LQWR D HVVHQWLDOLVHG
whole. 
While large-scale art projects might attract large amounts of funding, very few, if any, of 
the surrounding artists will have a stake in them (Markusen, 2006: 1936). Indeed, artists 
often represent the first wave of gentrification that, having little money, begins the 
JHQWULILFDWLRQSURFHVVE\UHQRYDWLRQWKURXJK¶VZHDWHTXLW\·$VJHQWULILFDWLRQSURJUHVVHV
a shift is discerned IURP¶WKHFUHDWLRQE\DUWLVWVRI DPLOLHXIRUWKH production RIDUW·WR
¶WKH FRPPRGLILFDWLRQ DQG private consumption RI WKLV DUWLVWLF PLOLHX· (Cameron and 
Coaffee, 2005: 46, emphasis in original). As artists are often renters, with few legal or 
economic claims to gentrifying spaces, they are unable to benefit from increasing 
property values, and are themselves made vulnerable to displacement as rents rise due 
to the area becomes more popular with those attracted to the bohemian cool their 
presence and work has created (Pratt, 2009: 1054). Their vulnerability is also felt as the 
aesthetic properties of place change as artists are often attracted to run-down and edgy 
spaces that, once gentrifying processes take hold, become commodified and sanitised in 
keeping with the demands of bourgeois taste (Lloyd, 2010; Mathews, 2010). Mathews 
(2010) argues that this displacement of artists has little effect on the remaining 
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businesses, landlords and property developers who continue to ¶capitalize upon the 
PHPRU\RIDUWLVWVDQGWKHFRPPRGLW\RIWKHDUWLVWPLOLHX·S  
&RQVHTXHQWO\ GHVSLWH WKH DVVXPHG ¶DQWL-bourgeois, anti-FRQIRUPLVW GLVSRVLWLRQV· /H\
2003: 2530) of artists that push against the conventional life-styles of the middle-classes, 
WKH\UHSUHVHQWWKHLU¶FRORQLVLQJDUP·S$UWLVWVWKHQPD\EHXQGHUVWRRGWRKDYH
an ambivalent, even conflicted, role in regenerating/gentrifying processes. While their 
attraction to run-down areas neatly coincides with both their symbolic proclivities and 
requirement for low rents ² ¶PDNLQJDFXOWXUDOYLUWXHRIHFRQRPLFQHFHVVLW\·S² 
their very presence can serve to erode both symbolic and material attractions as rents 
ULVHDQGWKH¶IURQWLHU·VSDFHis wholly transformed. 
Lloyd (2010: xii-[LLL WKHQ DUJXHV WKDW DUWLVWV DUH QRW ¶liberated by the heightened 
DWWHQWLRQ WR ORFDO FXOWXUH· EXW UDWKHU ¶ILQG WKHPVHOYHV co-opted into new forms of 
postindustrial exploitation· 7KLV LQFOXGHV WKH GLVSODFHPHQW RI extant populations and 
WKHH[SORLWDWLRQRIWKHDUWLVWVWKHPVHOYHV$UWLVWV·SUHVHQFHLQXUEDQORFDWLRQVDQGWKH
ZRUN WKH\GR WKHUHKHOSV WRFUHDWH DQ ¶XUEDQSURGXFW·RI D FRRORU DUWIXO VSDFH7KLV
product, however, can serve to conceal the social labour through which it originates. 
For Lefebvre: 
Products and the circuits they establish (in space) are fetishized and 
VREHFRPHPRUH¶real· than reality itself ³ that is, than productive 
activity itself, which they thus take over. (1991: 81) 
An emphasis in uUEDQSROLF\RQFUHDWLQJ ¶FXOWXUDO· VSDFHV PHDQV WKDWZKLOH DUWLVWV DUH
implicated in the production of space, the spaces produced are not necessarily for them. 
7KHLU ODERXU LV GHSOR\HG WR WKH DGYDQWDJH RI FDSLWDO WR FUHDWH ¶a landscape of 
profitability rather than unprofitability·+HUod, 2003: 116). Yet artists are vulnerable to 
the changing properties of place as these space alter in material and immaterial ways 
/OR\G  0DWWKHZV  =XNLQ  )RU +DUULV DQG 0RUHQR   ¶the 
implications of the absorption of cultural practitioners in urban regeneration projects 
have not been fully explored·$VVXFKWKHIROORZLQJ&KDSWHUZLOOWXUQWRLVVXHVDURXQG
DUWLVWV·ZRUN7KLVNLQGRI ODERXU LV LPSOLFLWO\SURPRWHG LQ VXFK VWUDWHJLHVEXW LV LWVHOI
subject to a range of critiques that may further call into question the politics of culture-
led urban policy. 
3.2.4 The Successful Mobilisations of Culture in Urban Policy? 
Despite critiques, there remain some convinced that, if rethought and reconfigured, 
culture-led regeneration might represent a positive and progressive tool for change. For 
Harris and Moreno (2012: 8) this does not require outright rejection of culture-led 
policy, but consideration of: 
the way it has been celebrated, shaped and institutionalized by policy-
makers, consultancy advisors and indeed academic researchers. 
(Harris & Moreno, 2012: 8) 
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Pratt (2011: 129) argues that the narrow focus on a particular band of consumer must 
be broadened to include the many rather than the few. Bailey et al. (2004) similar make 
the point that culture-led urban policy must occur in a framework that allows local 
people to re-establish their ownership of their place and space. They argue that SROLF\·V 
success needs to be measured in its long-term effects, this includes a ¶UDGLFDOUHDVVHUWLRQ
of a rooted identity· DQG LQ SURGXFLQJ ¶something far more significant than the 
inevitable end-SURGXFWRIFXOWXUDOFRPPRGLILFDWLRQ·S Therefore, there also needs 
WREHDWWHQWLRQSDLGWRWKH¶full cycle of culture making thDWLQFOXGHVFXOWXUDOSURGXFWLRQ· 
(Pratt, 2011: 129): 
A creative city cannot be founded like a cathedral in the desert: it 
needs to be linked to and be part of an existing cultural environment. 
We need to appreciate complex interdependencies, and not simply 
use one to exploit the other. (Pratt, 2008a: 35) 
If it is accepted that cultural industries can be a driver of economic growth in their own 
right then urban strategies must reflect this in the development of a non-instrumental 
cultural production policy that needs to acknowledge the importance of place, and the 
active and embedded role of cultural workers, artists and others have in such policy. 
3.3 Summary 
This Chapter has argued that cultural-led urban policy has become more prominent in 
response to changes associated with the shift to post-Fordism, including 
deindustrialisation and the demands of inter-urban competition. Such policy is used as a 
means by which to promote growth sectors, and revitalise urban districts, attracting 
investment through the symbolic and material reorganisation of space. 
For proponents, culture and creativity are important as the ¶GHILQLQJ IHDWXUHV· RI
FRQWHPSRUDU\ HFRQRPLHV IURP ZKLFK ¶DOO RWKHU JRRG HFRQRPLF WKLQJV IORZ· Florida, 
2002: 21; Landry, 2000). These strategies, however, are criticised for promoting a 
speculative construction of place to the advantage of capital based on a paucity of 
evidence (Bailey et al., 2004; Harvey, 1989). Moreover, it is argued that the re-
organisation of space they promote often privileges the consumption habits of affluent 
consumers (Lees and Melhuish, 2013; Markusen, 2006; Pratt, 2008). Gentrifying 
processes can displace extant populations and, ultimately, the artists and other cultural 
workers whose labour the cultural reimagining of place was based (Cameron & Coaffee, 
2005; Matthews, 2010). 
As such, it is important to consider how cultural labour is deployed in culture-led urban 
policy ² this Chapter has explored how it is implicated in the changing properties of 
place, the following Chapter will turn to the conditions of such work.  
4 ƵůƚƵƌĂůtŽƌŬ 
Previous Chapters noted that culture-led urban policies have gained prominence as a 
means by which to secure particular economic and social outcomes. This has happened 
in the context of the changes associated with the shift to post-Fordism, and the 
associated rise of discourses positioning the cultural industries as a cutting-edge sector 
of the economy (DCMS, 1998; 2008; Florida, 2002; Howkins, 2002; UNCTAD, 2010). 
However, even while policy interest around the cultural industries has grown 
considerably, policy for cultural labour (as opposed to the cultural industries or firms) 
remains underdeveloped in many countries (Gollmitzer & Murray, 2008a). It has largely 
omitted any serious consideration of the conditions under which cultural work takes 
place, failing to assess the costs and benefits for workers in these sectors, or assuming 
such work to be beneficial and virtuous. 
Indeed, where it has been given attention in policy, cultural workers have tended to be 
unproblematically celebrated for their entrepreneurial spirit and fêted as the ideal 
¶SRUWIROLR ZRUNHU« focused on employability rather than employment, following a 
flexible, non-vertical career path designed to enhance his or her skills and networks ·
(Oakley 2009a: 27). There persists a belief that those employed in the cultural industries 
have glamorous and agreeable jobs, meaning that such work is viewed not really as work 
but rather a frivolous vocation unworthy of critical or political debate (Banks, 2007; 
Hesmondhalgh, 2007; Toynbee, 2013). Oakley (2009a) notes that similar perspectives 
are held by some cultural workers for who discussion oI WKHLU DFWLYLW\ DV ZRUN ¶still 
produces resistance or discomfort· S 6KH DOVR QRWHV DQ DGGLWLRQDO FRQFHUQ WKDW
cultural workers have been rendered invisible by official statistical representation as 
standard data collection methodologies often fail to capture their particular working 
patterns. Such factors, Hesmondhalgh (2007: 186) suggests, combine so that cultural 
ZRUN EHFRPHV D ¶particularly potent example of the way in which work is not 
recognised under capitalist commodity production· 
With notable exceptions (e.g. McRobbie, 2002; Terranova, 2000), it was only from the 
end of  the previous decade that there has been sustained interest in the conditions of 
cultural labour from academics (e.g. Banks, 2006; 2007; 2010; Banks, et al., 2013; Eikhof 
& Haunschild, 2006; Gill & Pratt, 2008; Hesmondhalgh & Baker, 2011; McGuigan, 
2011; Oakley, 2009a; 2011; 2013; Taylor, 2012; Watson, 2014). This mirrors the 
formation of campaigning groups focussed on issues affecting workers in the cultural 
sector, such as the Precarious Workers Brigade and Carrot Workers Collective in the 
UK or Arts+Labor and Working Artists and the Greater Economy (W.A.G.E) in the 
United States (e.g. Arts+Labour, 2012; Precarious Workers Brigade, 2011; 2012). These  
critical perspectives on cultural work have raised questions about the negative 
consequences of individualised working patterns and severe limits to autonomy in an 
increasingly marketised sector, inflected with neoliberal ideology (de Peuter, 2011; 
Gregg, 2009; McGuigan, 2010; McRobbie, 2002; Raunig, et al., 2011; Terranova, 2000). 
As Harris and Moreno (2012: 7) note: 
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The recent age of Creative classes, Creative clusters, Creative quarters 
and Creative industries has been one where jobs have become 
increasingly short-term, casualised and precarious« The policy 
agenda has been one of entrepreneurship and flexibility, rather than 
old-fashioned yet no less important concerns such as employment, 
rights and entitlements (Harris & Moreno, 2012: 7) 
As such, it is apt that, in promoting the cultural industries as a means by which to 
achieve policy ends that there also needs to be consideration of the conditions of 
cultural work and the reality of working in sectors where some suggest maintaining a 
good quality of life is increasingly difficult (Hesmondhalgh, 2007). 
It is important to point out that the study of cultural work is not an attempt to ignore 
the working conditions of those in other sectors. Fantone (2007: 7) criticises the current 
interest in cultural work as ahistorical, gendered, and focussed on the travails of a 
middle-FODVVDQGHGXFDWHGPDQ¶discussed only at the moment when the western, male 
worker began feeling the negative effects of the new, post-industrial, flexible job 
market·/DERXULQGLIIHUHQWVHFWRUVFDQEHYLHZHGas similarly affected by many of the 
same issues that have an effect on cultural workers, and this is highlighted by those 
LQYROYHGLQ¶SUHFDULW\·PRYHPHQWV%|KP & Land, 2012; Gill & Pratt, 2998; Ross, 2008; 
2009) who link cultural work to all kinds of employment that might be deemed 
¶SUHFDULRXV·WKDWLV 
all possible shapes of unsure, not guaranteed, flexible exploitation: 
from illegalised, seasonal and temporary employment to homework, 
flex- and temp-work to subcontractors, freelancers or so-called self-
employed persons. (Neilson & Rossiter, 2005: n.p.) 
Indeed, negative outcomes in these other sectors can often be amplified by 
compounding factors such as age, gender, ethnicity, educational attainment or 
immigration status, and by extending our perspective of what constitutes common 
labour conditions to economies outside of the global North, or to other historical 
periods, where it is insecurity that becomes the norm (Kalleberg, 2009; McDowell et al., 
2009; Mitchell, 2011; Neilson & Rossiter, 2008; Standing, 2011a; 2011b). Furthermore, 
Hesmondhalgh and Baker (2011) point out that, even where the most critical accounts 
are true, cultural labour will hardly ever involve the kind of abject labour or dirty work 
that others will find disgusting or dangerous (Ashforth & Kreiner, 2014; Hughes, 1962). 
As such, there is an imperative, then, not to overstate the lot of the cultural worker. 
However, given the context of a burgeoning cultural industries policy scene and 
attempts to export the multi-skilled, flexible and enterprising working patterns of 
cultural work to other parts of the economy (Gollmitzer & Murray, 2008a), attempts to 
address this issue are particularly timely.  
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This Chapter will, therefore, briefly discuss positive accounts of cultural labour, 
specifically those that valorise it as an ideal employment type that, alongside its 
economic utility, allows for individual autonomous action and self-realisation through 
work. The following sections will articulate the criticisms of cultural work, looking at 
the negative effects of flexibility, insecurity, and seductive and exploitative control 
mechanisms. The third section will attempt a moderated version of the preceding 
arguments, acknowledging limits and negative consequences of autonomy and self-
UHDOLVDWLRQEXWVXJJHVWLQJWKDW¶JRRGZRUN·UHPDLQVSRVVLEOHLQWKHFXOWXUDOLQdustries. 
4.1 The Inherent Rewards of Cultural Work 
)RUGLVP UHSUHVHQWHG D ¶ZD\ RI OLIH· (ODP  W\SLILHG E\ PDVV SURGXFWLRQ DQG
consumption. It was a period of intensive accumulation made possible by relative social 
cohesion and a strengthening of the mutual dependency between labour and capital, 
underwritten by stable employment and the Keynesian settlement. However, Fordism 
can be over-romanticised. For example, its basis was in bureaucracy and social 
orthodoxy and, as Ross (2009: 5) argues, the tedium of a life in organisational 
HPSOR\PHQWGLGQRWSURGXFH¶PHDQLQJIXOH[SHULHQWLDORXWFRPHVRQO\FODVVLF 0DU[LVW
DOLHQDWLRQRQWKHMRE·,WZDVDOVRDSHULRGLQZKLFKJHQGHULQHTXDOLW\ZDVHQWUHQFKHGDV
social reproduction relied upon a foundation of unwaged, female, labour in the home 
(Harvey, 1990; McDowell, 1991; 2001). Social discontent with this system fed into the 
political and economic upheaval of the 1970s that, it is suggested, signalled the end of 
the Fordist era in many parts of the global North. The post-Fordist era promised a 
world based not on stifling hierarchy but on networks capable of allowing the individual 
to flourish as a citizen consumer. It emphasises the freedom of a person to construct 
WKHLUOLIHVW\OHDQG¶VHOI-FRQFHSW·IURPWKHEURDG range of products and services on offer. 
7KLVDOVRH[WHQGVLQWRDQLQGLYLGXDO·VZRUNLQJOLIHZKHUH 
the individual is not to be emancipated from work, perceived as 
merely a task or a means to an end, but to be fulfilled in work, now 
construed as an activity through which we produce, discover, and 
experience our selves. (Rose 1989: 103, original emphasis, quoted in 
Ezzy, 1997: 430) 
While such a perspective has come to inform how work is viewed in many sectors 
(Bauman, 2000; Bourdieu, 1998; Castells, 2000), it is work in the cultural industries that 
KDV FRPH WR EH YLHZHG DV H[HPSODU\ RI ¶LGHDO· SRVW-Fordist employment. This is not 
only because cultural work is centred on the production of ideas and intellectual 
property ² WKDW LV WKH ¶ZHLJKWOHVV JRRGV· KLJKlighted as the source of growth under 
¶OLJKW FDSLWDOLVP· %DXPDQ  4XDK  ² but, simultaneously, because cultural 
workers are apparently also able to maintain autonomy in their practice, free from the 
most exploitative elements of capitalist relations, engaging in kinds of kinds labour that 
allows for fulfilment and self-realisation (Hesmondhalgh, 2010).  
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:KHUHDV WKH )UDQNIXUW 6FKRRO·V DQDO\VLV RI WKH FXOWXUH LQGXVWU\ ¶seemed content to 
XSKROG0DU[·VLGHDWKDWWKHFRPPRGLILFDWLRQRIODERXUSRZHUWends towards alienation 
and estrangement· %DQNV  , previous studies have emphasised a strong 
individual identification with work by those who undertake cultural labour (Banks, 
2007; Eikhof & Haunschild, 2006; 2007; McRobbie, 2002; Oakley, 2009b). McRobbie 
(2002) notes that contemporary press and television coverage of cultural work has 
provided quite different interpretations of such labour. Cultural work KHUH RIIHUV ¶D
GHFLVLYH EUHDN ZLWK SDVW H[SHFWDWLRQV« WKH SXEOLF HVSHFLDOO\ \RXQJ SHRSOH DUH
SUHVHQWHGZLWK HQGOHVV DFFRXQWVRI WKH VHHPLQJO\ LQKHUHQW UHZDUGVRI FUHDWLYH ODERXU·
(p.517). The Your Creative Future report likewise highlights the opportunities assumed to 
be afforded by cultural work: 
Just imagine how good it feels to wake up every morning and really 
look forward to work. Imagine how good it feels to use your 
FUHDWLYLW\\RXUVNLOOV\RXUWDOHQWWRSURGXFHDILOP>«@RUWRHGLWD
PDJD]LQH>«] Are you there? Does it feel good? (Department of 
Media, Culture and Sport/Design Council/Arts Council of England, 
2001 quoted in Nixon & Crewe, 2001: 129) 
For the cultural worker there hence appears a chance to move away from the world of 
mundane work inWRDILHOGWKDW LV ¶IXQRUJODPRURXV·ZKHUHWKH\DUHNHHQO\-placed to 
HPEUDFHWKHLU ODERXUIRUWKHSRVVLELOLW\RI ¶pleasure, psychic income« self-realisation·
(Oakley, 2009a: 50). Indeed, Stahl (2013: 72) notes that the specificity of cultural work is 
¶RIWHQKHOGWRUHVLGHLQWKHXQXVXDOGHJUHHVRIDXWRQRP\DQGH[SUHVVLYHQHVV LWRIIHUV·
This view draws upon Romantic notions of the artist auteur as subversive, inspired and, 
perhaps most crucially, as a self-determined and autonomous individual, resistant to the 
FRQWHPSRUDU\ RUJDQLVDWLRQ RI FDSLWDO DURXQG ¶UDWLR-centric, means-HQGV· V\VWHPV
(Toynbee, 2013: 87; Menger, 2006). Indeed, despite the economic policy imperatives 
WKDW KDYH HPHUJHG DURXQG FXOWXUDO ZRUN D YLHZ UHPDLQV WKDW LW LV ¶H[FHSWLRQDO DQG
someKRZUHVLVWDQWWRFDSLWDOLVP·+HVPRQGKDOJKDQG%DNHU  
,Q DQ HUD LQ ZKLFK FRQFHSWLRQV RI ¶JRRG ZRUN· PD\ EH XQGHUVWRRG DV RIIHULQJ WKH
SRWHQWLDO IRU LW WR ¶be part of our own personal wellbeing or development ·
(Hesmondhalgh, 2010: 237), the cultural industries apparently offer a key site of 
aesthetic reflexivity, self-interpretation, and the possibility of an emancipatory self-
construction of identity created with reference to increased flows of knowledge and 
information apart from traditional social distinctions (Lash & Urry, 1994). If contrasted 
with traditional hierarchies and organisational bureaucracy, this can appear to represent 
DQ LQGLYLGXDOLVHG ¶QHWZRUN VRFLDOLW\· WKDW ¶is argued to have a profound ´liberatingµ
effect on the social toWDOLW\· (Banks, 2007: 100; Wittel, 2001). 
Visual artists, in particular, appear to occupy a privileged position. Such labour remains 
contingent on rules of art that emphasise autonomy and resistance to the industrial 
system (Holt & Lapenta, 2010: 224). These are defining characteristics of the persistent 
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P\WKLFWUDGLWLRQRIDUWLVWLFSURGXFWLRQWKDWKDVEHHQ¶WKHFRPPRQVHQVHRIWKHPLGGOH
FODVVHV VLQFH .DQW· 7R\QEHH   DQG ZKLFK UHYHUHV WKH ¶VROLWDU\· DUWLVW DV WKH
SDUDJRQ RI ¶FXOWXUH· 0F*XLJDQ 010: 326; Menger, 2006; Wolff, 1981). Artists are 
accordingly able to draw on such discursive resources to derive meaning from their 
work, with their status as artist an important element in the construction of their 
individual identities (Røyseng et al., 2007; Taylor, 2012). 
The following section will return to these points, developing them in relation to critical 
perspectives on cultural work that draw on both Marxist and post-structural traditions 
in cultural studies. Such critiques view cultural labour as compliant with an exploitative 
(neoliberal) capitalism and are specifically concerned with the corrosive effects of 
individualisation and the seductive but illusory nature of autonomy. 
4.2 Critical Perspectives on Cultural Work 
The contemporary focus on the cultural industries as a part of economic policy means 
that they are being reshaped to be responsive to economic development plans and to 
the generation of intellectual property (DCMS, 2011; Javid, 2014; Local Government 
Association, 2009; 2013). These kinds of policy-making perpetuate structural problems 
and inequalities for workers in these sectors, including income polarization between the 
reservoir of free/cheap workers and the star performers, long working hours, and lack 
of trade union representation (Gill & Pratt, 2008; McRobbie, 2002). Hesmondhalgh and 
Baker (2011: 40) draw the distinction between workplace autonomy ² ¶VHOI-GHWHUPLQDWLRQ«
ZLWKLQ D FHUWDLQZRUN VLWXDWLRQ· ² and creative autonomy ² ¶WKHGHJUHHWRZKLFK  ´DUWµ«
can and/or should operatH LQGHSHQGHQWO\ RI WKH LQIOXHQFH RI RWKHU GHWHUPLQDQWV·
Critical accounts of cultural work suggest both are compromised by wider social and 
economic structures. 
In the broader sociology of work, previous critical research has highlighted problematic 
relations between labour and capital/management. In the Marxist tradition, Braverman 
(1974) argues that an objective state of alienation cannot be avoided given the 
exploitative and oppressive relations of production. Burawoy (1979) reacts against the 
absent suEMHFWLQ%UDYHUPDQ·VDQDO\VLVEXWUHPDLQVFULWLFDORIWKHZD\VWKHH[SORLWDWLYH
nature of labour processes and management-worker antagonisms are deflected. 
%XUDZR\ DUJXHV WKDW ZRUNHU·V ¶FRQVHQW· LV PDQXIDFWXUHG WKURXJK D UHOD[DWLRQ RI
management control that secures workers active involvement and obscures the negative 
features of wage labour (see also Friedman, 1977). Weber (1930; 1948) highlights a 
cultural orientation to labour wherein, more than an instrumental activity to meet finite 
consumption needs, contemporary work is made central to lives, so that rather than 
being a means of living it becomes the purpose. He further suggests that individuals can 
EH LQWR[LFDWHG ZLWK ¶URPDQWLF VHQVDWLRQV·   DV WR WKH YDOXH DQG SXUSRVH RI
WKHLU¶FDOOLQJ·and thus become vulnerable to the damage pursuit of their vocation may 
engender (Owen & Strong, 2004: xxv). That is, imbued with moral purpose, work is 
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understood to DIILUPRQH·VVHOI-development if pursued with the proper self-discipline 
(Rodgers, 1978). 
More recent work similarly highlights how ¶KXPDQH· ¶QR-FROODU· ZRUNSODFHV SURPRWH
self-management and the grounds for work intensification (Ross, 2001; 2004) and how 
DSSDUHQWIUHHGRPVDWZRUN¶SURGXFHGRFLOHQHROLEHUDOVXEMHFWV·:DONHUGLQH  
Hochschild (1983: 132VXJJHVWVWKDW¶HPRWLRQDOODERXU·LVDNH\HOHPHQWRILQFUHDVLQJO\
service-led economies as companies ¶try as a matter of policy to fuse a sense of personal 
satisfaction with a sense of company well-being and identity·(PRWLRQDOODERXU requires 
ZRUNHUV·HPRWLRQDO OLYHVEHFRPHSDUWRIWKHODERXUSURFHVV¶ZKHUHWKH\DUHSURFHVVHG
VWDQGDUGL]HGDQGVXEMHFWHGWRKLHUDUFKLFDOFRQWURO·S7KLVVLJQLILHV the extension 
of management control over the WUDGLWLRQDOO\ ¶non-work· elements of iQGLYLGXDO·V lives. 
For some, this has particular relevance in the context of the end of the (seeming) 
certainty of Fordist employment: the uncertainty of contemporary work is elided 
WKURXJKQDUUDWLYHVRI ¶HPSRZHUPHQW·DQG¶WKHHQWLFLQJSRVVibility of remakLQJRQHVHOI·
(Walkerdine, 2005: 60), HYHQDVWKHQHZ¶HFRQRP\·SURGXFHVLQVWLWXWLRQDOLQVHFXULW\DQG
domination through precariousness (Bourdieu, 1999).  
Critical perspectives on cultural work build upon, and extend, such critiques. For 
example, Menger (2006: 801) suggests that wKLOH  ¶DUWLVWV VXSSO\ WKHJROGHQ OHJHQGRI
creation, that of a subversive, anti-conformist, inspired behaviour, rebelling against 
VRFLDOFRQYHQWLRQVDQGFRPPHUFLDOXWLOLWDULDQLVP·WKHLUODERXUVKRXOGLQIDFWEHVHHQDV
compliant wLWKWKHGHPDQGVRIPRGHUQFDSLWDOLVPSUHGLFDWHGXSRQ¶H[WUHPHIOH[LELOLW\
DXWRQRP\ WROHUDQFH RI LQHTXDOLW\ LQQRYDWLYH IRUPV RI WHDPZRUN· $V 5RVV 
notes, the rhetoric of the DCMS around the creative industries has not valorised 
cultural work as performed in traditionally unionised commercial sectors1 ² such as 
actors, technical production staff, journalists et cetera ² but has pointed to a job profile 
based: 
LQWKHGRPDLQRILQVHFXULW\XQGHUSD\PHQWDQGGLVSRVDELOLW\«>WKH@
struggling artist, whose long-abiding vulnerability to occupational 
neglect is now magically transformed, under the new order of 
creativity, into a model of enterprising, risk-tolerant pluck. (p.21) 
For many, cultural work is characterised by long hours, low pay and insecurity 
(Hesmondhalgh & Baker, 2011; Oakley, 2009a). Such conditions are the result of, for 
example, the necessity of flexible working patterns and short -term project work, and the 
FRQFRPLWDQWVWUDLQRI ¶searching for work, preparing for projects and trying to remain 
visible in a highly competitive labour market·Oakley 2009a: 31) that is oversupplied by 
WKRVHGUDZQWRWKH¶JODPRXU·RIFXOWXUDOSURIHVVLRQVWork Foundation, 2007: 135). 
                                                   
1 However, as Ursell (2000) points out, the traditionally unionised UK television industry was already 
derecognising unions and shifting to more flexible working practices from the mid-1980s. 
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4.2.1 Individualisation and Autonomy 
Such a shift has occurred in the context of a perceived increase in individualisation 
across many parts of society in the global North during the post-Fordist era, which has 
inflected the conditions of work across many ² and not just cultural ² industries (Amin, 
1994; Bauman, 2000; Beck, 1992; Bourdieu, 1998; Castells, 2000; Harvey, 1990). Against 
FODLPV RI D OLEHUDWLQJ ¶QHWZRUN VRFLDOLW\· LQGLYLGXDOLVDWLRQ FDQ EH YLHZHG DV HURGLQJ
VWDEOHVRFLDOERQGVDQGSURPRWLQJWKRVH ¶FUHDWHGRQDSURMHFW-by-project basis, by the 
movement of ideas, the establishmHQWRIRQO\HYHUWHPSRUDU\VWDQGDUGVDQGSURWRFROV·
(Wittel, 2001: 51). Critical discourses emphasise the erosion of stable, secure 
employment and trade union power, and a transferral of responsibility from the state 
and ¶traditional· social structures onto the individual. So that while some suggest 
individualisation may mean greater opportunities for a critical, emancipatory, self-
reflexivity and remade social subjectivity (Beck, 1992; Giddens, 1991; Lash & Urry, 
1994), it has also meant that fluid and less permanent social relations have come to 
replace ¶traditional families, communities and class formations· 0F5REELH
It is suggested, therefore, that the thorough individualization of cultural work has 
XQGHUPLQHG WKH SRVVLELOLW\ RI FROOHFWLYH DFWLRQ DQG UHQGHUHG ¶collective identities 
extraneous or redundant· %DQNV   +HVPRQGKDOJK DQG %DNHU  
VLPLODUO\QRWHWKDWFXOWXUDOZRUNHUV¶WHQGWRVHHRUJDQLVDWLRQVDQGMREVDVRSSRUWXQLW ies 
for self-GHYHORSPHQWUDWKHUWKDQDVVRXUFHVRIFRPPLWPHQW·&RQVHTXHQWO\0F5REELH
suggests that individuals can no longer turn to social resources and thus have to take on 
WKHEXUGHQRIZKDWZHUHVRFLDOUHVSRQVLELOLWLHVDQG¶EHFRPHWKHLURZQPLFUR-stUXFWXUHV·
0F5REELH   +HQFH LQGLYLGXDOLVDWLRQ ¶is not about individuals per se, as 
about new, more fluid, less permanent social relations· 0F5REELH6HQQHWW
PHDQLQJVXEMHFWVDUH¶DEDQGRQHG·DQGLQGLYLGXDOVDUHOHIWWRIHQGIRr themselves 
(Hesmondhalgh & Baker, 2011; McGuigan, 2010). This occurs under a kind of 
FDSLWDOLVP WKDW 5RVV   EOHDNO\ VXJJHVWV ¶WKULYHV RQ DFWLYHO\ GLVRUJDQL]LQJ
employment and socio-economic life in general so that it can profit from vulnerability, 
LQVWDELOLW\ DQG GHVSHUDWLRQ· ,W LV VXJJHVWHG WKDW WKLV KDV HVWDEOLVKHG D FXOWXUH RI VHOI-
blame and self-disciplining in the worker whereby self-reflexivity and self-realisation are 
also a means by which problems are de-politicised/de-socialised so that failure always 
becomes a question of ¶:KHUHKDYHI JRQHZURQJ"· (Banks, 2007: 61-2; Beck, 1992). 
Creative industries discourses ² such as those underpinning the reports from DCMS 
(2008) or UNCTAD (2010) ² are not a corrective to this. Rather they promote an 
LQGLYLGXDOLVHGFUHDWLYHHFRQRP\LQZKLFK¶it is no longer appropriate to serve individual 
interests through collective means· %DQNV 	 +HVPRQGKDOJK   6XFK SROLF\
¶KDVQRW FUHDWHG DQ DXWRQRPRXVFXOWXUDO VSDFH· (Banks, 2007: 48) but rather valorises 
HFRQRPLFRYHUFXOWXUDO LPSHUDWLYHVRSHUDWLQJDVD ¶PHFKDQLVPRIUXOH«>WR@ LQFXOFDWH 
new economy values into tKHILHOGRIFXOWXUDOZRUN·S,QGHHGLQDUHSRUWSURGXFHG
to inform the DCMS Creative Economy Programme, the Work Foundation (2007) ² a 
group campaigning for better working conditions and employment practices ² engaged 
with cultural work only at the level of discussing how best to ensure that cultural 
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workers are flexible enough to meet the demands of employers. Issues such as multiple 
HPSOR\PHQW DQGFRQWUDFWZRUNZHUH VHHQDVSRVLWLYHV DV FXOWXUDOZRUNHUV ¶bring their 
WDOHQWV WR WKH ZLGHU ZRUNIRUFH· S LJQRULQJ SRVVLEOH QHJDWLYH RXWFRPHV RI VXFK
processes (see also, Banks & Hesmondhalgh, 2007: 422-3). This renders the cultural 
worker as not only the victim but also the model subject of post-Fordist work styles, 
their status informed by powerful and pervasive neoliberal discourses (Banks, 2010: 257; 
de Peuter, 2011: 420-1) ultimately concerned with, in the terms of the DCMS (2008: 
26), the provision of suitably-WUDLQHG ¶KXPDQ FDSLWDO· 7KH RSWLPLVP RQ WKH /HIW
FRQFHUQLQJ ¶SRVW-)RUGLVW VRFLDOLVP· 2DNOH\   ZKHUHLQ WKH IOH[LEOH VNLOOHG
ZRUNHU ¶FRXOG EH PDGH WR ORRN OLNH >William@ 0RUULV·V ZHOO-rounded and independent 
artisaQ·HYDSRUDWHGDVDQDJHQGDWRRNSUHFHGHQFHSURPRWLQJVNLOOV¶OLQNHGWRDGDSWDELOLW\
DQGUHVLOLHQFHKHOSLQJWRSURGXFHWKHQHROLEHUDOVXEMHFW·S  
Bourdieu (1993) offers a further critique of autonomy in cultural work, arguing that the 
spectre of econRP\ ¶DOZD\V KDXQWV WKH PRVW ´GLVLQWHUHVWHGµ SUDFWLFHV· S VR WKDW
WKHUH LV QHYHU D ¶FRPSOHWH UHSXGLDWLRQ RI HFRQRPLF LQWHUHVW· S . He stresses the 
LPSRVVLELOLW\RI FUHDWLQJ D ¶FXOWXUDORUGHU >DV@« DQ DXWRQRPRXV WUDQVFHQGHQW VSKHUH
capable of deveORSLQJ LQ DFFRUGDQFH ZLWK LWV RZQ ODZV· S &XOWXUDO ZRUNHUV
therefore, operate in a structured space within wider social fields all of which in some 
way constrain their action. Bourdieu argues that whatever the relative independence of a 
ILHOG¶LWFontinues to be affected by the laws of the field which encompasses it, those of 
HFRQRPLFDQGSROLWLFDOSURILW·(p.39):KLOHW\SHVRIFXOWXUDOSURGXFWLRQ¶GLIIHUUDGLFDOO\
LQWHUPVRIWKHPRGHRISURILWDFTXLVLWLRQDQGWKHUHIRUH«LQWHUPVRIWKHREMHFWLYHand 
VXEMHFWLYHUHODWLRQVKLSEHWZHHQWKHSURGXFHUDQGWKHPDUNHW·(p.48), he suggests there is 
DOZD\V DQ XQGHUO\LQJ HFRQRPLF ORJLF RI SUDFWLFH WR DJHQWV· DFWLRQV DV WKH\ HQJDJH LQ
FRQVWDQW¶VWUXJJOHVWRGHIHQGRULPSURYHWKHLUSRVLWLRQV·S,QWKHFXOWural field this 
may mean seeking commercial success and the monetary profit of the market, or instead 
the profit that comes from the pursuit of art gratia artis in the form of legitimation, 
status and prestige from other artists, critics or those others whose taste is consecrated 
S %RXUGLHX·V FRQFHSWLRQV RI DXWRQRP\ DV VXFK FDQ EH YLHZHG DV DFTXLUHG
WKURXJK WR WKH ¶LQGLYLGXDOLVWLFSXUVXLWRI VWDWXVSUHVWLJH DQGRWKHU´H[WHUQDOµ UHZDUGV· 
(Banks, 2010: 258). It is, therefore, the status-VHHNLQJEHKDYLRXURIFXOWXUDOZRUNHUV·WKDW
XOWLPDWHO\FRPSURPLVHVDQGEHWUD\VDQ\RIWKH¶UDGLFDOSRVVLELOLW\of autonomy·VHHDOVR
Eikhof & Haunschild, 2007). 
4.2.2 dŚĞ ‘^ĞĚƵĐƚŝŽŶŽĨƵƚŽŶŽŵǇ ?ĂŶĚ^ĞůĨ-Realisation 
Gill and Pratt (2008) suggest there are many negative affective features of cultural work 
² such as, the fear of not finding work, exhaustion from long hours, and the anxiety of 
insecurity ² and that these are: 
not incidental features of the experience of cultural labour; they are 
toxic, individualized but thoroughly structural features of workplaces 
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that include television production companies, fashion and web design 
houses, and (not least) the neoliberal university«S 
Yet, whatever the demands of cultural work may be, cultural labour markets commonly 
have a surplus of available workers who, Oakley (2009a: 49) suggests, approach their 
fields with an enthusiasm or love beyond that commonly found in other occupations. It 
has been noted that, so enamoured with their work, cultural workers neglect their 
LQWHUHVWVQRWRQO\ ILQDQFLDOO\EXW DOVR LQWKHLU FDUHRI VHOISXVKLQJ WKH ¶OLPLWVRI WKHLU
SK\VLFDO DQG HPRWLRQDO HQGXUDQFH· +HVPRQGKDOJK 	 %DNHU   5RVV 




it is not uncommon to find self-employed [cultural workers] working 
ORQJKRXUV«WDNLQJQRKROLGD\VGUDZLQJDPLQLPDOLIDQ\VDODU\
skipping meals and rest, forever pushing themselves to the limit in 
order to not only satisfy their own passion for creative self-realisation 
but also (and perhaps more often) to meet deadlines and contractual 
obligations imposed by others. (Banks, 2007: 58) 
7KHQHJDWLYHFRQVHTXHQFHVRIFXOWXUDOZRUNFDQEHYLHZHGDVGLVJXLVHGE\WKH¶psychic 
income or self-realisation·(Oakley, 2009a: 50) that is obtained by living in the image of 
WKH¶VWDUYLQJDUWLVW·HPEUDFLQJWKHH[WHQVLRQRIZRUNLQWRDOORIOLIHDQGE\WKHUKHWRULF
RI¶GRZKDW\RXORYH·7RNXPLWVX 
Attempts to self-realise mainly or exclusively through work, however, may preclude the 
UHFRJQLWLRQDQGGHYHORSPHQWRI OLIHDZD\IURPZRUNWKDW ¶HYHQDOORZLQJIRUSHRSOH·V
GLIIHUHQW GLVSRVLWLRQV DQG GHVLUHV· PD\ OHDG WR ¶XQEDODQFHG DQG HYHQ PLVHUDEOH OLYHV·
(Hesmondhalgh & Baker, 2011: 227). This is not unique to the cultural industries 
(Keliher & Anderson, 2010; Tipping et al., 2012), but the image of their labour 
embraced by many cultural workers ² and promoted by the DCMS ² makes it 
particularly relevant.  
Banks (2007: 61) similarly points to another strand of the criticism levelled against 
FXOWXUDO ZRUN WKDW WKH ¶VHGXFWLRQ RI DXWRQRP\· LV SUHVHQW LQ DOO IRUPV RI FUHDWLYH
cultural labour and that it has a strong effect upon such workers by allowing them to 
¶deny the hardships of individualized work and to eclipse the feelings of exhaustion and 
despair·,W LVVXJJHVWHGWKDWWKHLQFHQWLYHWRZRUNSURYLGHGE\WKHSXUVXLWRIIUHHGRP
nevertheless occurs within the structures and mechanisms of capitalist production with 
its inherent constraints and determinants. The assumed autonomy of work in the sector 
GUDZVZRUNHUV· DWWHQWLRQ IURPDOLHQDWLng or exploitative conditions, and co-opts them 
LQWR DFWLRQVEHQHILFLDO WR WKHRUJDQLVDWLRQ7KDW LV ¶workers are trained to accept and 
reproduce for themselves the precise coQGLWLRQVRIWKHLUVXERUGLQDWLRQ· (Banks, 2007: 42; 
cf. Foucault, 1978). The perceived autonomy of cultural production, therefore, is 
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rationalised by commercial imperatives as creative (self-)management seeks to corral 
excesses of freedom that might threaten profitability, preferring the safe option of a 
market rationality that dictates an increasing shift to standardised and formatted goods. 
McRobbie (2002), informed here by the culture industry thesis of the Frankfurt School, 
makes a similar point, viewing the coercive demands of an industrial and marketised 
FXOWXUDOVHFWRUDVSUHFLSLWDWLQJD¶GHFOLQHLQFUHDWLYLW\·SWKDWUHQGHUVWKHGHVLUHIRU
genuine DXWRQRP\LQFXOWXUDOZRUNIXWLOHDVLWVJRRGVDUHFUHDWHG¶more or less according 
to plan· (Adorno, 1991: 98).  
Alienation, then, remains possible by virtue of WKHFXOWXUDOZRUNHU·V lack of control over 
not only all the conditions of production, but also the distribution of cultural goods and 
profits (Banks, 2007: 29-31; see also Hesmondhalgh & Baker, 2011: 84). Furthermore, it 
is possible to re-HYDOXDWH WKH LGHD RI ¶VHOI-H[SORLWDWLRQ· YLHZLQJ LW LQVWHDG DV VROHO\
¶H[SORLWDWLRQ· DV WKH FKRLFHV DYDLODEOH IRU WKRVH HQJDJHG LQ FXOWXUDO ZRUN VWHP IURP
(capitalist) structural forces. It is often the case that cultural workers operate within 
small firms or as individuals, and that their clients are much larger companies. This ² 
combined with an oversupply of labour and lack of any collective organisation on 
behalf of the former ² engenders unequal contract negotiations that favour the latter 
(Caves, 2000; Garnham, 2005: 19-20).  
4.2.3 Marginalisation and Inequality 
For some, it is cultural workers whom, while not unique in the problems they face, have 
come to be viewed as totemic of broader social and economic changes characterised as 
post-Fordist or post-industrial (see Chapter 2). For example, though autonomous 
Marxist theory is concerned with the implications of such changes for workers in all 
types of contingent, flexible, casual, illegal and temporary employment, it is the cultural 
ZRUNHU ZKR KDV ¶emerged as the figure of the precarious worker par excellence ·
1HLOVRQ 	 5RVVLWHU  QS DQG DV ¶exemplars of the move away from stable 
notions of ´careerµ· *LOO 	 3UDWW   to more informal, insecure and 
discontinuous kinds of employment. The cultural worker must, therefore, successfully 
and continually engage in a campaign of self-promotion and networking: securing 
contracts and job interviews can often rely on informal ties and personal contacts, while 
new entrants will often have to accept unwaged internships to gain access (McRobbie, 
2002).2 For those employed in the cultural industries there is often an expectation that 
there will be long working hours, a blurring of the distinction between work and leisure, 
                                                   
2 7KH XVH RI ¶IUHH ODERXU· ² in the form of internships and volunteers within established cultural 
workplaces and organisation, or as amateur photographers, bloggers, film makers et cetera who deliver 
content online ² poses particular, and longstanding, problems for professionals in cultural industries 
(Oakley, 2009a: 51; Terranova, 2000). Amateur producers, assisted by advances in technology, can 
undercut and seriously undermine professional business models (Banks & Humphreys, 2008) and, more 
generally, insecure financing within the cultural industries has often led to the use of volunteer labour 
that, some argue, replaces paid workers, serves to undervalue such roles and dilutes the professionalism 
of the sector (Oakley, 2009a: 54).  
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and the adoption of a particular attitude towards consumption (Banks, 2007: 82; 
Hesmondhalgh & Baker, 2011: 72). 
The requirement to work for free, the need to work long hours, the need to cope with 
uncertain income, and the requirements of networking and sociality can serve to 
reproduce patterns of marginalisation and strengthen inequality of access to cultural 
LQGXVWU\MREPDUNHWVIRUWKRVHQRWRIWKH¶FRUUHFW·EDFNJURXQGDJHHWKQLFLW\RUJHQGHU
(Hesmondhalgh & Baker, 2011: 158). It has already been noted that, particularly for 
those entering the cultural sector, free labour is the norm, closing avenues of entry for 
those unable to afford to undertake unpaid work. Similarly, the commitment and 
availability required in terms of expected long hours and flexible working patterns poses 
challenges for those with dependents, particularly affecting women and reproducing 
gender inequalities found in the wider workforce (Brescoll et al., 2013; Hegewisch & 
Gornick, 2011). Banks and Milestone (2011: 73) therefore argue that discourses of 
¶FUHDWLYH IUHHGRP« PDVN fundamental inequalities and discriminatory practices in 
cultural work·DQGJRRQWRQRWHWKDW 
detraditionalized and reflexive cultural industries work can enhance 
the possibility for the reapplication of some rather traditional forms 
of gender discrimination and inequality. (p.74) 
Indeed, Oakley (2013: 57) points out that since the very first cultural industry initiatives, 
women, ethnic minorities and the working class have been increasingly marginalised in 
FXOWXUDO ODERXU PDUNHWV OHDGLQJ WR ¶WKH GHYHORSPHQW RI D KLJKO\ XQUHSUHVHQWDWLYH
FXOWXUDOVHFWRUZLWKRIWHQSRRUZRUNLQJFRQGLWLRQV· 
Overall, the view presented here is that cultural labour is thoroughly individualised: 
where workers may embrace the chance for self-realisation in work they are instead 
viewed as dominated by market structures that can transfer their enthusiasm into 
exploitation. Far from operating in a space of creative autonomy they reproduce for 
themselves the conditions of their own domination, and under which many people are 
PDUJLQDOLVHGRU H[FOXGHG)URP WKLVSHUVSHFWLYH DQ\SHUFHLYHGDXWRQRP\ LVPHUHO\ ¶D
mechanism to GLVWUDFW ZRUNHUV· DWWHQWLRQ IURP WKH ´UHDOµ H[SORLWDWLRQ DQG DOLHQDWLRQ·
(Hesmondhalgh, 2010: 237) of cultural work, while self-realisation, while ¶a commonly 
understood feature of good ZRUN·FDQDOVREHYLHZHGDV ¶often not far removed from 
narcissistic forms of competitive individualism·S 
)RU 0F5REELH   ¶the possibility of a revived, perhaps re-invented, radical 
democratic politics that might usefully de-individuate and re-socialize the world of 
creative work is difficult to envisage· 
4.3 Rethinking Cultural Work 
If we accept the criticisms of cultural work laid out above ² the socially negative 
FRQVHTXHQFHVRIDWWHPSWVWR¶VHOI-UHDOLVH·DQGGHYHORSDQLQGLYLGXDOLVHGLGHQWLW\WKURXJK
work, and the seeming impossibility of genuine autonomous action as workers are 
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duped by structural constraints into a kind of false consciousness ² then, as 
+HVPRQGKDOJK   QRWHV LW EHFRPHV GLIILFXOW WR LPDJLQH ¶work that is 
something less than dreadful· 
6XFK GHVRODWH DVVHVVPHQWV RI FXOWXUDO ZRUN PD\ KDYH EHHQ LPSRUWDQW LQ SURYLGLQJ ¶a 
necessary corrective· %DQNV   WR WKRVH DGvocates of the creative economy 
who fail to acknowledge its possible negative effects on working conditions. However, 
there is an emerging literature that proposes a much more uneven experience and 
nuanced understanding of cultural work, and that does not preclude the possibility of 
good work in these sectors. 
Hesmondhalgh (2010: 243) notes an aversion in contemporary discourses to analyses 
that attempt to defend normative positions, these are informed by a postmodernist view 
that VXJJHVWV¶defences of particular moral positions universalise, and hence conceal, the 
situated character of their origins· +H DUJXHV WKDW WKLV VKRXOG QRW PHDQ WKH a priori 
abandonment of normativity, but instead that such claims require the scrutiny and 
justification of specifLFFDVHV)XUWKHUPRUH+HVPRQGKDOJKVXJJHVWVWKDW¶failure to offer 
an adequate normative grounding limits critique·S(OVHZKHUH.HDW
shows that a failure to provide a normative view of good work leaves the determination 
of the conditions of labour to the structural and institutional imperatives of the market. 
The market solution, then, perhaps represents a kind of de facto normative settlement 
which, if it is to be avoided, requires collective choices to be made on what is 
considered to be good work, how it might be provided and at what cost. 
Some of the most strident criticism of cultural work in the cultural studies perspective 
focuses upon the effects of individualisation and attempts at self-realisation. Workers 
DUHYLHZHGDV¶entranced by their own sense of personal self-identity and autonomy·DQG
WKH¶VHGXFWLYHLOOXVLRQRIIUHHGRP·+HVPRQGKDOJK This echoes literatures 
within wider sociologies of work and work identity. Both Marxist and neo-Weberian 
perspectives hold that workers are ¶FXOWXUDO GRSHV· WKDW LV the passive product of 
structures wherein behaviour is ¶experienced as if it were autonomy·ZKLOHactually being 
¶DXWKRULWDWLYHO\HQJHQGHUHG· (Owen & Strong, 2004: li-lii; du Gay, 1996; Marshall, 1983).  
More recent work maintains that work under ¶QHZ·RU¶ODWH·FDSLWDOLVP, in particular, can 
no longer provide a space for meaningful experience, and prevents individuals from 
having a clear sense of a life narrative through work (Bauman, 2000; Sennett, 1999; 
2006). However, Strangleman (2007: 100) suggests that critical accounts can present 
ZRUNHUV ¶DV SDVVLYH YLFWLPV· ZDLWLQJ ¶WR EH H[SORLWHG E\ DOO-SRZHUIXO JOREDO FDSLWDO· D
SRVLWLRQ WKDW GRHV ¶violence to the experience of work· E\ LJQRULQJ WKH VWUXFWXUH DQG
meaning work continues to provide for many. Others, thus caution against 
overdetermination and analyses of work that pay little consideration to the subjective 
experience or social context in which it is undertaken (du Gay, 1996; Gibson-Graham, 
1996; Standing, 2011a). Thus, perspectives that foreground economic structure can be 
viewed as eliding the complexity of, and denying the possibility of, worker agency, 
GHPRQVWUDWLQJ ¶an insensitivity to context and a disavowal of the contingency and 
subjectivity of the labour process· (Banks, 2010: 263). Furthermore, an emphasis on 
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economic markets can disembed cultural goods and practices, and individual narratives 
and subjectivities from their cultural and social framings (Booth, 1994; Sayer, 2001). For 
Keat (2000), the domination of the economic over the social and cultural is to introduce 
a category-mistake in which such a transfer of meaning ² of the former over the latter ² 
LV LQDSSURSULDWH 7KHUH LV WKHQ D ¶PLVVLQJ VXEMHFW· LQ WKHVH DFFRXQWV RQH ZKR LV
¶FRQVtituted and formed by social relations that cannot be reduced or equated with the 
VLQJXODUDEVWUDFWORJLFRIHFRQRPLFFDWHJRULHV·2·'RKHUW\	:LOOPRWW  
This section, then, seeks to defend from the most stringent critiques the concepts of 
autonomy and self-realisation in cultural work. It argues that these are both desirable as 
part of the normative basis of good work, and achievable within cultural labour. Such 
critiques usefully point to structural issues around, for example, pay, hours, 
marginalisation and representation. They may not, however, adequately represent the 
experiences of those who work in the sector. They deny the agency of the cultural 
worker and fail to appreciate the individual and shared narratives of art practice that are 
reflexively constructed around external structures and subjective meanings and values  
that are not necessarily tied to market transactions (Banks, 2006; 20007; Gibson-
Graham, 1996; Hesmondhalgh, 2010; Keat, 2000; 2009; Sayer, 2001). 
4.3.1 Narrative-Identities 
While critical accounts of cultural work view individualisation as having negative 
RXWFRPHV VXFK DV ¶YXOQHUDELOLW\ LQVWDELOLW\ DQG GHVSHUDWLRQ· 5RVV   RWKHUV
suggest it can afford the opportunity for work to be reinvested with new forms of 
reflexivity (Beck, 1992; Beck & Beck-Gernsheim, 2001; Giddens, 1991; Lash & Urry, 
1994). As the traditional institutions of state, class, family, ethnicity et cetera, retreat , the 
LQGLYLGXDO LVSHUPLWWHGJUHDWHU ¶IUHHGRPV·WRFUHDWHWKH ¶UHIOH[LYHVHOI·*LGGHQV , 1991). 
However, this is not to suggest the complete atomisation of society nor unfettered 
sovereignty, as Beck and Beck-Gernsheim (2002: 1) PDLQWDLQ ¶individualisation is itself 
becoming the social structure of second modernity·,WLVLPSRUWDQWWRQRWH that care still 
needs to be taken to avoid relying on idealised accounts of free and rational agents , and 
that there remain desocialising and other negative effects of individualisation. For 
example, Beck and Beck-Gernsheim (2002: xxi) highlight that neo-liberal economics 
UHVWVRQ WKH ¶LGHRORJLFDOQRWLRQRI WKH VHOI-VXIILFLHQW LQGLYLGXDO· WKLV LPSOLHV D ODFNRI
mutual obligation and thus threatens the welfare state and generates inequalities. Thus, 
VXFKDFFRXQWVPXVWSURFHHG LQZD\V WKDW DFNQRZOHGJH WKH ¶UHIOH[LYLW\ ORVHUV· /DVK	
8UU\  IRU ZKR LQVHFXULW\ DQG SUHFDULW\ FKDOOHQJH WKHLU ¶RQWRORJLFDO VHFXULW\·
(Giddens, 1991).  
)ROORZLQJ WKLV WKH FRQFHSW RI ¶QDUUDWLYH-LGHQWLW\· SURYLGHV D XVHIXO IUDPHZRUN IRU
exploring tensions between structure and individual autonomy (Ezzy, 1997; 1998; 2000; 
Hesmondhalgh, 2010; Mallett & Wapshott, 2012; Ricoeur, 1991). Ricoeur (1991) 
highlights the importance of narrative in identity constructionDUJXLQJWKDW¶human lives 
become more readable [lisibles] when they are interpreted in function of the stories 
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SHRSOH WHOO DERXW WKHPVHOYHV· S 5LFRHXU·V ZRUN DWWHPSWV WR H[SDQG RQ WKH
temporality of identity; that in some senses an individual remains the sole protagonist in 
their autobiography (idem identity), but DOVR WKDW LQGLYLGXDOV· ZD\V RI DFWLQJ DQG
perceiving and understanding may alter, for example, as they come up against external 
forces (ipse identity). $V LQGLYLGXDOV· IDFH XQFHUWDLQW\ DQG FRPSOH[LW\ LQ WKHLU OLYHV
narrative strategies can mediate discordance between idem and ipseWKDWLVEHWZHHQ¶who 
one wants (or expects) to be and what one is doing· (Mallett & Wapshott, 2012: 22). 
,QGLYLGXDOV· FDQ GUDZ RQ VKDUHG QDUUDWLYHV DQG FRQVWUXFW WKHLU RZQ WR KHOS LQWHUSUHW
SDVW H[SHULHQFHV LQWR D ¶QDUUDWLYH ZKROH· (]]\   0RUHRYHU WKH\ FDQ DOVR
shape possible future action (Ezzy, 2000; Mische, 2009). 
7KHVWUHQJWKRIWKLVDSSURDFKLVLQSURYLGLQJDZD\RIWKLQNLQJDERXWKRZ¶pressures of 
internal self-reflection and potentially competing and contradictory external 
engagements and influences· (Mallett & Wapshott, 2012: 18) may be resolved in ways 
that do not rely on overly structured accounts, on one hand, or notions of sovereign 
self, on the other (Ezzy, 1998). The narrative conception of the self is not understood 
DV D ¶IUHH ILFWLRQ· EXW UDWKHU DV D G\QDPLF SURFHVV WKDW OLQNV ¶SUH -existing cultural 
GLVFRXUVHV WKH VWUXFWXULQJ HIIHFW RI D SHUVRQ·V VRFLDO ORFDWLRQ DQG WKH LQGLYLGXDO·V
FUHDWLYHXVHRIWKHVHUHVRXUFHV·Ezzy, 1997: 440). Contra claims that such a perspective 
depends on the ¶sovereign rational individual·2·'RKHUW\DQG:LOOPRWW, 2001: 479) and 
WKHLU ¶VXEMHFWLYH ZLOO-to-SRZHU· S narrative-identity acknowledges the impact of 
normative control mechanisms but suggests that they are capable of being processed 
WKURXJKD¶GLDOHFWLFRIDFFHSWDQFHUHVLVWDQFHDQGPDQLSXODWLRQ·(]]\  
Ezzy (1997) extends this approach to individual identity construction and 
XQGHUVWDQGLQJV RI ZKDW ¶JRRG ZRUN· PLJKW EH +H DUJXHV WKDW ¶JRRG ZRUN· LV 
intersubjectively defined by the individual in relation to their narrative-identity: given 
the sources of this narrative-LGHQWLW\(]]\VXJJHVWVWKDWWKHPHDQLQJRIZRUNLV¶shaped 
by the relationship between the act of working, its cultural and social framing, and its 




imagined future that is satisfying and rewarding. (p.439) 
Ezzy, then, purposefully rejects analyses of oppression through the labour process that 
HPSKDVLVHWKH¶REMHFWLYH·WRWKHQHJOHFWRILQGLYLGXDOVXEMHFWLYLW\HJ%UDYHUPDQ  
This is particularly important in relation to cultural work as such a conception of 
individualised identities and self-realisation through labour rejects the assumption that it 
is inexorably a mechanism of rule to inculcate (self-)exploitation or linked to 
competitive and desocialised self-interest (Bourdieu, 1993; McRobbie, 2002; Menger, 
2006; Ross, 2009). This does not mean that the social framings and structures 
LQGLYLGXDOV· DUH HPEHGGHG LQ DQGGUDZRQEHFRPH LPPXQH WR FULWLFLVP5ather that 
critique must proceed in ways that are attentive to the dynamic strategies of individual 
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identity construction, and the ways in which shared narratives can help inform and 
create meaningful and valued senses of self, and further provide templates for future 
action. 
4.3.2 Practice and Embedded Economies 
For Ezzy, narrative-LGHQWLW\LV LQIRUPHGE\DQGHYDOXDWLYHRIRQH·VFKRLFHVDQGDFWLRQV
WKDW¶XQDYRLGDEO\KDYHPRUDODQGHWKLFDOGLPHQVLRQV·DV  
DSHUVRQ·VPRUDOHYDOXDWLRQRIWKHLUOLIHDVZRUWKZKLOHRUPHDQLQJOHVV
is integrally related to the form and content of the narrative they tell 
about their life. (p.437) 
From this it is perhaps possible to discern an interest in an (re-)embedded, or moral, 
economy as a way of thinking about the contexts and structures of an individualised, 
reflexive, socially embedded narrative-identity. Whereas in the disembedded economy 
¶WUDGLWLRQDO·ERQGVDQGUHODWLRQVDUHGLVVROYHGDQG¶PRQH\EHFRPHVWKHUHDOFRPPXQLW\·
(Harvey, 1990: 100), the embedded economy refers to economic activity where it is 
undeUVWRRGWKDWUHODWLRQVDUHJRYHUQHGE\¶the institutions, traditions, and norms of the 
FRPPXQLW\·%RRWK:KLOHPRUDOYDOXHVDUHDOZD\VSUHVHQWLQERWKNLQGVRI
economy ² even the most disembedded transactions require a degree of trust between 
participants ² it is in the embedded that issues of justice and standards of performance 
are central (p.654). MacIntyre (1985) articulates a kind of embedded moral economy ² 
and how forms of value antithetical to the market and status-seeking behaviour might 
be present ² in his discussion of practice and the attainment of internal versus external 
goods. Practice, in his specific use of the word, represents: 
any coherent and complex form of socially established cooperative 
human activity through which goods internal to those forms of 
activity are realized in the course of trying to achieve those standards 
of excellence which are appropriate to, and partially definitive of, that 
form of activity, with the result that the human powers achieve 
excellence, and human conceptions of the ends of goods involved, 
are systematically extended. (MacIntyre 1985: 187) 
In opposition to the competitively achieved external goods of power or money, therefore, 
practice is concerned primarily with internal goods, that is, the rewards ¶LQWULQVLF WR WKH
SUDFWLFH LWVHOI· (Banks, 2007: 109). Importantly MacIntyre notes that internal goods are 
non-H[FOXVLYH WKDW LV ¶WKHLU DFKLHYHPHQW LV D JRRG IRU WKH ZKROH FRPPXQLW\ ZKR
SDUWLFLSDWHLQWKHSUDFWLFH·(MacIntyre 1985: 190-1). These originate from, for example, 
the skill with which a game is played or the quality of an art work. These standards are 
partially defined by the subjects own tastes and preferences, and partially by the 
¶DXWKRULW\RIWKHEHVWVWDQGDUGVUHDOL]HGVRIDU·LQWKDWSractice.  
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For Banks (2007: 101) ¶VRFLDO·DQG¶HWKLFDO·types of cultural production ² perhaps most 
evident in small/independent firms and individual cultural workers, rather than in 
mainstream companies ² ¶DSSHDU WRKDYHSHUVLVWHG DQGHYHQEHFRPHH[SDQGHG LQWKH
apparently ´desocializedµ FXOWXUDO LQGXVWULHV FRQWH[W·, and it is the idea of practice has 
RSHQHGXS¶enhanced opportunities for critical self-reflection on the part of economic 
subjects·(p.115). As such, practice can be viewed as an explanation of the persistence of 
FXOWXUDOSURGXFWLRQWKDWIDYRXUVQRWRQO\¶DUW·LQWKHDUW²commerce relation but also the 
possibility of expansion of its aesthetic, moral and socially embedded aspects through 
the non-exclusive attainment of internal rewards. 
Within the idea of practice and the moral economy there continues to be a concern with 
normative claims. In contrast to a neoliberal economic understanding, these are claims 
about how societies rank goods and the frameworks that make: 
economics ² unavoidably and at the outset ² DQHWKLFDOLQTXLU\«,W
insists, in other words, on the economy as something that we do, that 
involves us in certain patterns of relations with our fellow human 
EHLQJVDQGZLWKQDWXUHDQGIRUDSXUSRVHRUHQG7KHTXHVWLRQ¶:KDW
JRRGLVWKHUHE\VHUYHG"·LVHVVHQWLDOWRXQGHUVWDQGLQJZKDWZHGRZKHQ
we do the things called economic ² much more essential than grasping 
the most efficient way of doing them. (Booth: 1994: 663) 
Internal rewards contingent on personal and social definitions of practice, and the 
construction of narrative-identity as a dialectic between cultural discourses and 
individual subjectivity infer a view of autonomy different to that assumed in the cultural 
studies critique of cultural work. As such, criticism of the cultural studies perspective on 
autonomy comes from what is perceived as an underdeveloped view of agency. Again, 
that there are limitations to agency and to the autonomy of the cultural worker is not in 
dispute ² LQGHHG DV+HVPRQGKDOJK  QRWHV ¶all autonomy is limited· ² yet 
such limitation can be viewed as a necessary and desirable aspect of sociality, stemming 
from community and as a source of the self (MacIntyre, 1985: 221). Moreover, to 
IHWLVKLVHFRPSOHWHIUHHGRPRIFKRLFHLVWR¶play into the hands of neoliberal ideologues 
who would wish to promulgate a ´fantasy of individual omnipotenceµ [Webb, 2004: 
724] at the heart of free market economies·(Banks, 2006: 467). 
4.3.3 Autonomy 
Banks (2010: 252), therefore, suggests that cultural workers have a ¶kind of socially 
HPEHGGHG FRPSURPLVHG RU ´QHJRWLDWHGµ DXWRQRP\· WKDW WKRXJK OLPLWHG does not 
preclude ¶the capacity of cultural workers to think and act in ways that contradict 
market rationality· %DQNV+HDUJXHVWKDW ODERXUDXWRQRP\LV DQRUPDWLYH
principle, and structural precondition, that underpins cultural work, as the production 
of new cultural commodities, while organised increasingly to capitalist demands, is 
never reducible to such demands. Rather, it must encompass other forms of value, 
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contradictory to market economics, and ¶derived from the practices and procedures of 
art·  59). A similar point is made by Harvey (2001), who elucidates an 
underestimated radical ² perhaps even militant ² possibility within cultural production: 
if capital is not to totally destroy the uniqueness that is the basis for 
the appropriation of monopol\UHQWV«WKHQLWPXVWVXSSRUWDIRUP
of differentiation and allow of divergent and to some degree 
uncontrollable local cultural developments that can be antagonistic to its own 
smooth functioning. It can even support (though cautiously and often 
QHUYRXVO\DOOPDQQHURI¶WUDQVJUHVVLYH·FXOWXUDOSUDFWLFHVSUHFLVHO\
because this is one way in which to be original, creative and authentic 
as well as unique. It is within such spaces that all manner of 
oppositional movements can form even presupposing, as is often the 
case, that oppositional movements are not already firmly entrenched 
there. (Harvey, 2001: 409-10, emphasis added) 
%DQNVQRWHVKRZHYHUWKDWGHVSLWH ¶the identification here of some radical 
interests· LW LV LPSRUWDQW QRW WR H[DJJHUDWH WKH GHVLUH RI FXOWXUDO ZRUNHUV WR usurp 
capitalism VXJJHVWLQJ LQVWHDG WKDW WKH\ DUH ¶were mostly concerned with negotiating a 
space to work within the capitalist system rather than rejecting it outright· 
Even if we accept autonomy as a normative principle of cultural work, however, it will 
be felt unequally throughout both the cultural industries, and in other areas of work. It 
remains, then, that autonomy can be viewed as a critical goal: as a matter of social 
MXVWLFHDQGUHVSRQVHWRDQ¶DXWKHQWLFGHPDQGIRUDOLIHQRWGLFWDWHGE\WKHFUXHOJULQGRI
H[FHVVLYHO\ PDQDJHG ZRUN· 5RVV   So that, even accepting limitations on 
autonomy LPSURYLQJLQGLYLGXDOV·PHDQLQJIXOFKRLFHVFDQEHVWLOOEH made possible by 
political struggles and changing social conditions so that opportunities for exercising 
agency can be more equally distributed (Banks, 2010: 266). As such, for Ross (2009), 
precarious or flexible work itself cannot be the target of critical interventions as it may 
be chosen by workers as well as imposed ² ¶UHDO· DXWRQRP\ ZRXOG EH SRVVLEOH
WKHUHIRUH¶LQDVRFLDOO\UHJXODWHGHQYLURQPHQWZKHUHWKHFRQVHTXHQFHVRIVXFKFKRLFHV
DUHSURWHFWHGDJDLQVWXQZDQWHGULVNDQGGHJUDGDWLRQ·S  
While the Keynesian welfare state may appear to offer a solution, Ross goes on to argue 
that a return to a Fordist (or even pre-Fordist) state would no longer be possible or 
desirable ² structures that might have mitigated the anti-social impact of marketisation 
have been dismantled, and utopian thinking about work cannot return the worker to 
stupefying routine in hierarchy and bureaucracy. Instead, the possibility of the self-
directed individual should not be coupled with neoliberal ideals and the selfish neglect 
of others; rather individualised autonomy and self-UHDOLVDWLRQFDQ¶serve as the basis of 
ethical discussions concerning the place of work, and of creative labour, within 
conceptions of the good life· (Hesmondhalgh, 2010: 238-9). Some form of trade union 
activity could have an important role in ameliorating the excesses of insecurity in 
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cultural labour, but to do so potential future organisers will have to approach flexible 
working as an experiential norm, something they have thus far failed to do 
(Hesmondhalgh & Baker, 2011; Ross, 2009). Gollmitzer and Murray (2008b: 5) point to 
the increasing calls for a concept of social security adjusted to the reality of cultural 
ZRUN VW\OHV GXEEHG ¶IOH[LFXULW\· 7KHVH PHDVXUHV LQ FRXQWULHV including Germany, 
Finland and Lithuania, have resulted in policies to improve the rights of contract 
workers, and in the revision of tax law and social security to better meet the needs of 
cultural workers. Such measures are far from widespread, however, and Gollmitzer and 
MurrD\ DUJXH WKDWZKHUHSUHVHQW WKH\ VWLOO IDLO WREHSURSHUO\ VHQVLWLYH WR WKH ¶FUHDWLYH
HFRORJ\·S 
Against the dominant discourses of the creative industries and cultural studies an 
academic intervention responsive to the lived experience of cultural workers is needed, 
ZKLFK GLIIHUV IURP ¶ones marked significantly by an insensitivity to context and a 
disavowal of the contingency and subjectivity of the labour process ·(Banks, 2010: 263). 
Such studies should acknowledge the effects of flexible work and neoliberal markets on 
the individual; aware that cultural workers are necessarily required to form their 
identities and act within a space that limits their possible strategies. But these studies 
also need to remain aware that within such a limited space is the possibility of 
subverting and appropriating dominant discourses, acting with a range of motivations 
never wholly reducible to the omnipotent free agent, or the cowed subject of normative 
control. Crucially, such an approach should be aware of how structural pressures 
problematise the labour of those in the cultural industries, fomenting discussion around 
such issues and feeding into current policy debates. 
4.4 Summary 
This Chapter has provided an overview of contemporary approaches to understanding 
the conditions under which cultural work takes place. Positive accounts of cultural 
labour often highlight its perceived inherent rewards: participants often having a strong 
LQGLYLGXDO LGHQWLILFDWLRQ ZLWK ZRUN LQ VHFWRUV YLHZHG DV ¶IXQ· RU ¶JODPRURXV·
Furthermore, it features an unusual degree of autonomy and expressiveness and, thus, 
opportunities for self-realisation (Banks, 2007; Eikhof & Haunschild, 2006; 2007; 
McRobbie, 2002; Oakley, 2009b; Stahl, 2013). 
Critics of cultural labour, however, point to structural issues that many workers in these 
sectors face, including long hours, low pay and insecurity; indeed, it is argued that 
FXOWXUDO ODERXU H[HPSOLILHVWKHNLQGVRI ¶SUHFDULRXV·ZRUNSURPRWHGE\FRQWHPSRUDU\
neoliberal capitalism (Gill & Pratt, 2008; Neilson & Rossiter, 2005). Individualisation 
has desocialised labour, promoting the temporary at the expense of collective action and 
social identities (McRobbie, 2002), but also provides a seductive, though ultimately 
illusory, sense of autonomy and self-realisation (Banks, 2007; Gregg, 2009; Oakley, 
2009a; Ross, 2001; 2009). Working practices in these sectors generate inequalities and, 
PRUHRYHUPDUJLQDOLVHWKRVHZKRDUHQRWRIWKH¶FRUUHFW·EDFNJURXQGDJHHWKQLFLW\RU
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gender (Banks and Milestone, 2011; Hesmondhalgh & Baker, 2011; Oakley, 2013). 
While such critical responses to overly optimistic accounts of such labour are necessary, 
especially as work in these sectors is widely promoted in economic, social and urban 
policy (see Chapters 2 & 3), they also apparently preclude even the possibility of good 
work, and under develop or disavow agency.  
This Chapter suggests that by considering how artists construct narrative-identities with 
UHIHUHQFHWRWKHLUVRFLDOO\HPEHGGHGSUDFWLFHVRQHFDQDSSURDFKWKH¶PLVVLQJVXEMHFW·
This approach explores how individuals mediate and interpret between their sense of 
self and external influences. This suggests that external social and economic structures 
are not unreflexively reproduced, fomenting in individuals D NLQG RI ¶IDOVH
FRQVFLRXVQHVV·WKDWREVFXUHVWKHQHJDWLYHIHDWXUHVRIFXOWXUDOZRUN. Rather, accounts of 
negative features cannot, per se GLVFUHGLW WKH YDOXHV DQG PHDQLQJV ZKLFK LQGLYLGXDOV·
work as artists produces, and that these processes of individual identity construction 
cannot be understood as wholly individualised, even narcissistic, as they are informed 
by, and inform, shared narratives. As such, this can be a means by which serious 
consideration can be given to subjectivity, contingency and agency in labour processes, 
grounded in a sociological appreciation of problems of constraint, structure and agency 




The question of methodology is crucial within the social sciences as methods play a key 
role in the generation of research questions and data, and ways in which abstract theory 
can be related to empirics (Bryman, 2012). A critical engagement with methodological 
debates helps to highlight important issues that must be considered in evolving 
techniques of research design, data collection and analysis, research outputs, and on 
ethics and positionality. Understanding methodological debate is vital for both 
researcher and audience in assessing the reliability, validity and generalizabi lity of data 
and research outputs, and is related to questions of epistemology and the status of 
knowledges generated during the research process. Philosophical approaches in the 
social sciences hence vary from the universalising aims of positivist researchers ² 
ZKHUHLQWKHVRFLDOZRUOGLVH[DPLQHG¶DFFRUGLQJWRWKHVDPHSULQFLSOHVSURFHGXUHVDQG
HWKRVDVWKHQDWXUDOVFLHQFHV·%U\PDQ ² through to approaches couched in 
¶Whe constructed, partial, subjective nature of interpretation and representation· /HH
2008: 119), approaches more normally associated with humanities and their 
hermeneutics of knowledge construction. 
While this Chapter cannot do justice to the full complexity of methodological debates in 
the social sciences, it will situate this project methodologically to justify the research 
processes adopted, simultaneously highlighting key issues that arose while undertaking 
this project. As such, this Chapter will describe how this research was undertaken, 
looking at a selection of cases, that is, the research sites and participants, approaches in 
the field, and the iterative process of establishing and altering research focus as data 
were collected. It will further discuss how data were analysed, and the positionality of 
the researcher. 
5.1 Research Aims 
The overall aim of this thesis is to explore the labour of visual artists in the context of 
culture-led urban policy ² to consider how it is used in such policy, and how it is 
understood and experienced by its practitioners. Instructive work on culture-led urban 
policy often considers workers, if at all, as a homogenised mass, viewed as labour power 
to be attracted for their ability to provide symbolic consecration and value-added 
production, or criticised for their role in gentrification processes. Individual experiences 
and subjectivities are thus elided. Florida (2002) would be the most egregious example 
LQ WKH FRQVWUXFWLRQ RI WKH YDJXH ¶&UHDWLYH &ODVV· EXW RWKHU ZRUN LV VLPLODUO\
parsimonious in its attention to the actual labour of cultural workers (e.g. Bailey et al.; 
2004; Evans, 2009; Miles & Paddison, 2005). Meanwhile, work on cultural labour can 
lack proper consideration of the geographies of their labour. Such broad accounts may 
fail to properly engage with important specificities in the ZD\VLQZKLFKDUWLVWV· ODERXU
can draw upon and construct place and space (e.g. Hesmondhalgh & Baker, 2011; 
McRobbie, 2002; Menger, 2006). 
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There are, of course, exceptions to this. Lloyd (2004; 2010) has made intensive study of 
artists, cultural workers and the culture-led regeneration of one district in Chicago. 
Markusen (2006; Markusen & Schrock, 2006), meanwhile, provides extensive coverage 
of artists spatial distribution and economic impacts across the United States. Situated 
between these two poles of breadth and depth of coverage, this thesis focuses on two 
cases. This allows for a relatively intensive study of people and place, and for 
conclusions to be made about the culture-led urban policy of each place, and as to how 
places can be a resource for, DQGDUHVKDSHGE\DUWLVWV·ODERXU 
I will discuss in further detail below how cases were selected and how research design 
was modified through the research process. From the overarching aim outlined above, 
four main research questions emerge: 
 How are MarJDWHDQG)RONHVWRQHEHLQJFRQVWUXFWHGDV¶FUHDWLYH·SODFHV"  
 What are the implications of culture-led urban policy for artists in Margate and 
Folkestone? 
 +RZGRWKHVHDUWLVWVXQGHUVWDQGDQGH[SHULHQFHWKHUROHRI¶DUWLVW·"  
 What are the conditions of work for these artists? 
Each question is the focus of each of one of the following four Chapters. The first two 
Chapters broadly focus on the creative construction of place and the implications of 
this. In the following two Chapters the emphasis turns to the artiVWV· QDUUDWLYHV DQG
experiences of work. However, presenting the analysis into these two broad framing 
themes is not an attempt to impose a distinction between labour and spatial concerns, 
but rather provides structure to the data presented here. While I draw on various types 
of data throughout, observation and field-notes are brought to the fore in the first two 
&KDSWHUVRQ WKH ¶DUWIXO· FRQVWUXFWLRQRISODFH7KHUHDIWHU LW LV LQWHUYLHZGDWD WKDW are 
relied on most prominently, particularly the narratives of the research participants. 
5.2 Case Study as Approach 
The research presented here is based on data collected through a contextual study of 
QDWLRQDO FRXQW\ DQG GLVWULFW OHYHO FXOWXUDO UHJHQHUDWLRQ SROLF\ WZR \HDUV· ILHOGZRUN ² 
mainly around Margate and Folkestone, but also at events elsewhere associated with the 
arts, and art-led regeneration in Kent; and twenty-one semi-structured interviews with 
visual artists. This multi-method approach was responding to calls for analyses of 
cultural work: 
sensitive to the temporal-spatial environments in which autonomous 
work is undertaken, and the full range of social, political and 
economic influences and motivations that help shape the course of 
such work. (Banks, 2010: 263) 
 81 
This research explores KRZDUWLVWV· ODERXU LVXVHG LQXUEDQSROLF\ DQGKHOSVFRQVWUXFW
SODFHVDV ¶DUWIXO·RU ¶FUHDWLYH·DQGWKHZD\VLQZKLFKVSDWLDOFRQVLGHUDWLRQVPD\EHFR -
FRQVWLWXWLYHRIDUWLVWV·H[SHULHQFHVunderstandings and narratives of work. Importantly, 
the purpose of the work is not the romanticised and reductionist aim of presenting 
VXEMHFWV· ¶RZQ· VWRU\ LQ WKHLU ¶RZQ· YRLFH QRU WR VXJJHVW WKDW ZKDW WKH\ VD\ FDQ EH
reduced to a reflection of societal structures. Rather ²in keeping with the need for 
proper attention to issues of subjectivity and agency, outlined in the previous Chapter ² 
it is to give serious consideration to what they say while acknowledging that it is 
affected by the environments in which they are embedded (Gubrium & Holstein, 2010: 
255-6). 
As such, this research draws upon what might be broadly understood as a case study 
DSSURDFK7KHFDVHVWXG\RSHUDWHVDVD¶GHVLJQIUDPH·7KRPDVIRUUHVHDUFK
the focus not being on particular methods of data collection but, as Yin (2009: 18) 
QRWHVWKHLQYHVWLJDWLRQRID¶FRQWHPSRUDU\SKHQRPHQRQLQGHSWKDQGZLWKLQLWVUHDO -life 
FRQWH[W· 
Empirical work in the case study approach draws on multiple sources of evidence (Yin, 
2009). As noted above, to establish and engage with the research aims and objectives of 
this thesis desk-based review of relevant policy was undertaken alongside observation 
and interviews of visual artists. While this research cannot be described as ethnographic 
in the anthropological sense of full immersion in the field, it can be viewed as using 
KDYLQJ¶HWKQRJUDSKLF-LQWHQW·*UD\/HH+DPPHUVOH\DQG$WNLQVRQ
1) note that ethnography is not a sharply defined approach and can overlap with a range 
RIRWKHUWHUPVDQGDSSURDFKHVVXFKDVFDVHVWXGLHV,WFDQEHGHVFULEHGDV ¶ÀUVW-hand 
empirical investigation and the theoretical and comparative interpretation of social 
RUJDQL]DWLRQDQGFXOWXUH·ZKHUHLQWKHHWKQRJUDSKHUPXVWDVVXPHDOHDUQLQJUROH LQ the 
field, using first-hand observations to improve their understanding. By using the term 
¶HWKQRJUDSKLF· KHUH , VLJQDO D IDPLOLDULW\ ZLWK LWV NH\ WRROV LQFOXGLQJ attention to the 
narrative features of UHVSRQGHQWV· talk, a reflexive engagement with research processes, 
and engagement with the field over a sustained period of time (Lee, 2008). What this 
meant in practice will be discussed further below. 
This section, then, will note the research processes undertaken: how research cases were 
identified, working in the work including issues of access, conducting semi-structured 
interviews, and issues of ethics and confidentiality. 
5.2.1 Identifying Cases 
The choice of case for study necessarily shapes the research undertaken. It is important 
they be chosen carefully and with an awareness of the limitations this choice may 
LPSRVH7KHUHZDVDVWURQJ¶RSSRUWXQLVWLFEDVLV·:DOVK LQWKHVHOHFWLRQRI
YLVXDO DUWLVWV· ODERXU LQ 0DUJDWH DQG )RONHVWRQH 0\ LQLWLDO UHVHDUFK SURSRVDO ZDV
focussed on producing an ethnography of cultural labour in niche media sectors. 
However, ethnography is an open-HQGHG DSSURDFK DQG IURP WKH ¶IRUHVKDGRZHG
 82 
SUREOHP· +DPPHUVOH\ 	 $WNLQVRQ   RI FXOWXUDO ODERXU WKH GHVLJQ ZDV
transformed and refined. I was made aware of the parallel artistic, culture-led urban 
interventions of Margate and Folkestone, and thus the possibility of case studies of 
situated cultural work within the context of regeneration schemes gained traction. This 
brought together themes from my masters course at the University of Leeds and, 
KDSSLO\ ERWK VLWHV ZHUH ZHOO ORFDWHG IRU DFFHVV IURP WKH 8QLYHUVLW\ RI .HQW·V PDLQ
campus in the city of Canterbury. Through these stages, then, one can discern the 
¶IXQQHOVWUXFWXUH·:DOVKRIUHVHDUFK DV LQLWLDO engagement with secondary 
sources foreshadowed a broad area of interest that was modified and deviated from 
over time. 
As cases studies, Margate and Folkestone are interesting, academically and from a policy 
perspective, in a number of ways. These sites offered the opportunity to link literatures 
on culture-led development, urban regeneration and gentrification with the rapidly 
expanding critical literature on cultural labour. Furthermore, while both sites were ² and 
remain ² subject to policies following similar discourses of culture-led development 
there are interesting differences in implementation. While Margate is proceeding with 
the publically-funded top-down development of an iconic building to house a 
contemporary art gallery (The Turner Contemporary), Folkestone is using private 
philanthropy to promote artists, practitioners and cultural businesses (see Chapters 1 & 
6). They are also interesting as small coastal towns for two reasons: much of the extant 
research on culture-led urban regeneration has been on larger urban areas (Bailey, et al., 
2004; Currid, 2007; Pratt, 2009; Zukin, 1982; 2010), and because there is ongoing policy 
interest in the regeneration of English seaside towns (BOP, 2011; KCC, 2004; Shared 
Intelligence, 2008; Smith, 2004). Studying Margate and Folkestone thus affords an 
opportunity to highlight the differences (if any) between these smaller towns and 
existing research, and between two different models of funding urban policy. 
In terms of a case study approach, these framing issues present the outline of the object 
RIVWXG\WKDWLV¶WKHDQDO\WLFDOIUDPHZLWKLQZKLFKWKHFDVHLVYLHZHGDQGZKLFKWKHFDVH
H[HPSOLILHV· 7KRPDV   7KH VSHFLILF SKHQRPHQD RI DUWLVWV· ODERXU LQ WKH
context of the urban regeneration of Margate and Folkestone, may thus be understood 
as the subject of the case study, selected not as a representative sample of a wider 
SRSXODWLRQ EXW EHFDXVH WKH\ SUHVHQW ¶an interesting or unusual or revealing example 
through which the lineaments of the object can be refracted· S0RUHRYHUWKHVH
sites were not randomly selected and, therefore, the data presented here poses problems 
of generalizability (Lloyd, 2004: 350). Both cases are specific, and, to some extent, 
contrasting, and the observations made in both contexts will not be representative of 
cases elsewhere. This criticism may be augmented by the localised approach taken, 
posing issues about how this micro study might translate to macro structures. Thomas 
(2011: 514) acknowledges this but argues that case studies cannot produce 
UHSUHVHQWDWLYHQHVV UDWKHU WKH\ XVHIXOO\ H[SORUH WKH ¶G\QDPLF of the relation between 
subject and object·7KXVDV<LQVXJJHVWVFDVHVWXGLHVDUHXVHIXOLQ¶DQDO\WLFDO
JHQHUDOLVDWLRQ·WKDW LV LQWKHFRQWULEXWLRQV they can make to theory. McRobbie (1998: 
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 VLPLODUO\ DUJXHV WKDW ORFDO VWXGLHV FDQ SHUIRUP ¶a knowledge-generating function·
that, importantly: 
allows us the opportunity to see how things actually work in practice 
and how more general social, and even global, trends« are translated 
or modified when they become grounded. 
I argue, then, that these cases have an intrinsic interest and theoretical usefulness 
(Walsh, 2012: 251) that I hope will invite comparisons with other cases, and provide a 
vital grounding to debates around cultural labour and arts-led development. 
Having identified cases, however, several issues are subsequently raised as to the scope 
of what to include. For example, does an artist need to live and work in Margate or 
Folkestone to be included? What about if they have just exhibited there? This is to say 
nothing of the contentious question of what art is. Engaging with these issues is 
LPSRUWDQW LQHVWDEOLVKLQJWKHFDVHDVD ¶UHDO-OLIHSKHQRPHQRQQRWDQDEVWUDFWLRQ·<LQ
2009: 32). My approaches to such boundaries are further discussed and justified in the 
following sections. 
5.2.2 dŚĞWƌŽďůĞŵŽĨ ‘ƌƚ ? 
In defining the case for this research it was important to consider who would be a 
¶YLVXDO DUWLVW· DQG LQGHHG ZKDW ¶YLVXDO DUW· PLJKW EH 3URYLGLng such definitions can 
SURYHGLIILFXOW&RQFHSWLRQVRI¶DUW·DQG¶FXOWXUH·DUHERXQGXSLQP\WKVDQGWUDGLWLRQV
WKDW HOHYDWH WKHP WR UDULILHG GRPDLQV ZKHUH ¶SUDFWLWLRQHUV DUH QRW RUGLQDU\ PRUWDOV·
(Wolff, 1981: 11). Furthermore, Becker (1982) notes that attempts to ascertain what is 
¶UHDOO\ DUW·SHUVLVWVZLWKLQ DUWZRUOGVPHPEHUVRIZKLFK ¶W\SLFDOO\GHYRWH FRQVLGHUDEOH
DWWHQWLRQWRWU\LQJWRGHFLGHZKDWLVDQGLVQ·WDUWZKDWLVDQGLVQ·WWKHLUNLQGRIDUWDQG
ZKRLVDQGLVQ·WDQDUWLVW·S+HDUJXHs, then, for a sociological attentiveness to how 
definitions and boundaries are drawn within the field as a means by which to 
understand it. However, this position cannot escape the need at some stage to define 
and explore the sites that are most important in the constitution and expression of the 
field ² that is, to make the case for looking in galleries rather than a barbers. However, 
LQGRLQJVRLWLVLPSRUWDQWWRUHPDLQDZDUHWKDWWKHILHOGLV¶WKHSURGXFWDQGSUL]HRID
SHUPDQHQWFRQIOLFW«WKHJHQHUDWLYHXQLI\LQJSULQFLSOHRIWKLV´V\VWHPµLVWKHVWUXJJOH
ZLWKDOOWKHFRQWUDGLFWLRQVLWHQJHQGHUV· (Bourdieu, 1993: 34). Methods of inclusion and 
exclusion ² deliberate, conscious or otherwise ² are sites through which the researcher 
can objectify participDQWV DQG VKDSH WKH UHVHDUFK E\ ¶EOLQGO\ DUELWUDWLQJ RQ GHEDWHV
ZKLFKDUHLQVFULEHGLQUHDOLW\LWVHOI·(Bourdieu, 1993: 41). 
As such, the starting point for this research was a critical approach to the kind of artistic 
labour promoted as part of regional and local urban development policy documents 
(e.g. KCC, 2009; 2010a; 2010b; MRP, 2007; 2008; SDC; 2011; 2012). This research 
followed these documents by locating initial departure points for research within the 
areas they highlight: namely the galleries of the creative quarters of Margate and 
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Folkestone, and the events associated with them. This has important implications for 
the research as it privileges one contestable operationalization of who might constitute a 
¶YLVXDODUWLVW·DQGZKHUHWKH\PLJKWEHIRXQG7KLVLVMXVWLILHGKRZHYHUE\WKHDLPVRI
the project ² specifically examining the conditions of work for artists as a role promoted 
in urban policies. Moreover, research continued without strong definitions as to what 
and whom should be included, allowing potential participants to include or exclude 
WKHPVHOYHV IURP D UHVHDUFK SURMHFW RQ ¶YLVXDO DUWLVWV· DQG WR SRLQW PH WRZDUGV RWKHU
¶YLVXDODUWLVWV·7KHDLPWKHQZDVWRXVHWKHVWDUWLQJSRLQWVWRDOORZHQWU\LQWRWKHILHOG
DQGIURPZKLFKSDUWLFLSDQWVFRXOGGUDZWKHLURZQ¶GHILQLWLRQVDQGERXQGDULHV·)XUWKHU
discussion on how participants discussed being an artist can be found in Chapter Seven.  
5.2.3 In the Field 
Fieldwork started in April 2011 and continued until September 2013. Conducting 
ethnographic fieldwork can be difficult as it opens up so many events, occasions, 
incidences and places up for study. The researcher, meanwhile, remains imperfect in 
their awareness, misrecognising and mishearing or, indeed, excluding events as they 
¶SDVVHGULJKWXQGHURXUQRVHDQGWKURXJKRXUHDUVDQGEHFDXVHRXUKDQGVZHUHWRRWLUHG
WRQRWHWKHKDSSHQLQJ·)LQH 280). Moreover, Hammersley and Atkinson (2007) 
argue that providing training for novice ethnographers is extremely difficult as each site 
of research will ultimately require: 
the exercise of judgement in context; it is not a matter of following 
methodological rules, nor can all the problems be anticipated, or for 
that matter resolved. (p.20) 
Yet, despite the uncertainty and fatigue of being in the field, it can be an important way 
WRJHWWRWKHNLQGRILPSRUWDQWLQIRUPDWLRQWKDWFLUFXODWHVRQO\¶LQWKHDLU ·DQGWKURXJK
¶JRVVLS DQG UXPRXU· %RXUGLHX   DOVR DOORZLQJ IRU DQ HQJDJHPHQW ZLWK WKH
broader web of knotted structures, knowledges and meanings that constitute the 
densely layered cultural scripts (Walsh, 2012: 247). As this research focuses on visual 
artists within the context of culture-led regeneration schemes it was important to engage 
with the spaces that artists help create, enact and operate within, looking for ways in 
which art and artists were visible in the landscape, and the spatial implications of this. It 
is perhaps important to note here that this thesis is not an attempt to engage with the 
success, or otherwise, of culture-led regeneration, especially with regards to the usual 
metrics of economic or social value added. It may, however, speak to the success of 
such approaches where the purpose is the creation of a sustainable cultural sector, that is, 
one concerned with how policy might promote a viable space for cultural production. 
To reiterate, then, attention to space is another important way to situate cultural labour 
that provides the analytic framing to subject of the labour of visual artists. 
Time spent in the field further directed research questions. As discussed above, research 
emerged from an engagement with academic, grey and policy literatures, in particular, 
policy and reports from regional, district and local councils shaped initial sites for study. 
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Field visits allowed the what, where and who of research to become more focussed, and, 
through the use of preliminary data, to help further refine research questions. It was vital 
in identifying potential gatekeepers, spaces of interest, and as a means of finding interview 
participants (see below). The collection of field notes subsequently generated on visits to 
Margate and Folkestone ² from brief snippets and notes to more substantial, thick 
description and photos ² played a particularly important role in the analysis presented 
here of the ways in which Margate and Folkestone are being produced, over time, as 
particular kinds of spaces (see Chapters 6 & 7). The process of field notes collection 
changed and adapted to the changing demands of particular situations. The normal 
process, however, was to keep pen and paper, or the notes option on my mobile phone, 
to hand where I would make short notes of a few words. Where appropriate, I would also 
try to supplement these with photos. At regular intervals I would use these jotting to write 
a more substantial notes on my laptop. Of particular interest were elements of built 
environment and social interactions that related to the research questions outlined above. 
This included, for example, not only evidence of arts activity, such as galleries and 
sculpture and other public art, but also things that suggested what the creative 
construction of place might replace or elide ² VXFKDVWKH¶WUDGLWLRQDO·VHDVLGHMRNHVKRSRU
disused harbour buildings. It was also important to note whom I saw around Margate and 
Folkestone, and that this required making subjective observations on age, gender and 
ethnicity of people in different spaces, alongside notes that might suggest class position, 
such as clothing or speech. Notes would also include my own responses to what I saw, 
and my own accounts of what other people told me. Such data further helped 
contextualise the subject of this research. 
Access is a vital aspect to ethnographic work ² obtaining (or failing to obtain) access to 
the key people, events and places will have important impacts on the research. In this 
project, access to parts of the field was relatively easy ² walking around the respective 
creative quarters, and attending exhibitions and special events were each open to 
anyone who would like to attend. Further work, either volunteering in galleries, or 
DWWHQGLQJ VSHFLDO HYHQWV IRU ¶FUHDWLYH SURIHVVLRQDOV· ZDV VLPLODUO\ HDV\ WR VHFXUH DQG
provided a wealth of data and contacts. These, however, represent the most visible and 
DFFHVVLEOHSDUWRIWKHILHOG6HFXULQJDQLQYLWDWLRQWRDQLQIRUPDOPRQWKO\DUWLVWV·PHHW -
up in Folkestone quite late into the research process exemplified how potentially 
important opportunities for data collection can be obscured from view and, while not a 
secret, they are only open to those in the know. In that particular case I was not aware 
RI WKH JURXSV· H[LVWHQFH until being invited, in other cases I sought access but was 
unable to negotiate entry. This was particularly the case for early attempts in the 
UHVHDUFK SURFHVV WR JDLQ DFFHVV WR D VKDUHG VWXGLR VSDFH ZKHUH , PLJKW ¶KDQJ RXW·
observe and engage with residents. There remain multiple issues as to how this would 
have worked: exactly who needed to grant permission, related ethical considerations and 
the nagging suspicion (in part backed up by later interview data) that most of what I 
would have seen was empty studio space. However, had this approach been successful 
it would have generated quite different data. 
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5.2.4 Conducting Semi-Structured Interviews 
Time spent around Margate and Folkestone, observing who was where, participating in 
events and engaging in informal discussions with artists, art patrons, café staff and 
others, proved invaluable in generating data about the cultural -regeneration of Margate 
and Folkestone and the contexts in which cultural labour was happening. Semi-
structured interviews were undertaken in addition to this work as a means to engage in a 
more wide-ranging discussion, allowing research participants to construct narratives and 
provide their own accounts of their working lives. This method has been identified as 
useful for teasing out valuable information, such as individual experiences and 
meanings, from the interviewee (Longhurst, 2003) as it promotes a more fluid 
conversational form (Valentine, 1997). This section will discuss how participants were 
found and provide details about how interviews were conducted, exploring the 
challenges and issues that arose. 
Finding Participants 
The primary restriction I placed upon respondents was that they live or work in Margate 
and Folkestone, or have another similarly strong connection with either town (for 
example, that they have exhibited there multiple times, and had active connections with 
artists and galleries in the town). Respondents were able to self-identify whether they met 
WKH UHTXLUHPHQWV RI EHLQJ D ¶YLVXDO DUWLVW· ZLWK QR UHVWULFWLRQV RQ Pedium, earnings, 
training or exhibitions ² as noted above, this is to pay attention to how the field 
constitutes itself rather than imposing definitions on continuing debates (Becker, 1982; 
Bourdieu 1993). The recruitment of participants was mainly achieved through the time I 
spent in the creative quarters of both Margate and Folkestone ² these being spaces 
LQVFULEHGE\SROLF\GRFXPHQWVDVWKHFHQWUHVRIWKHVH¶DUWIXO·WRZQVVHH&KDSWHUV	
In these places I was able to visit galleries and open studios as a means by which to meet 
potential respondents. I was aided by the usual practice in small galleries of the artist 
invigilating their own exhibitions, thus giving me opportunity to introduce myself, and 
hopefully chat and establish rapport while they had little else to do. Time spent in each 
creative quarter also introduced me to broader networks of artists and to events located 
outside these limited areas, taking me to, for example, open house shows, walking tours, 
workshops and seminars, and site specific installations where further contacts could be 
made. From these contacts I was able to snowball further participants (Byrne, 2012: 218).  
However, these approaches posed some problems. Qualitative interviewing is time-
consuming, both to prepare for and undertake, thus limiting the size of a sample, and 
means that representative sampling techniques ² such as random or probability ² can be 
impossible (Byrne, 2012: 215). In this research I could only reach a certain sections of 
the artist population ² those attending shows, having exhibitions, or who know such 
people and are recommended to me by them. Moreover, by using the policy documents 
as a starting point I was privileging the representations of space afforded within in spite 
of their contested politics (see Chapters 3 and 7). While this work cannot present a 
complete and generalizable set of data for these reasons, it does capture artists in a 
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range of different professional and personal situation: working with different media, and 
at different stages in ² and with different attitudes to ² WKHLU¶FDUHHU·DVDUWLVWV2YHUDOO,
suggest the sample provides valid accounts of individual working lives in the case study 
towns, and hence adds to emerging academic research by grounding theory in robust 
empirical data about the working conditions faced by some artists in two case studies 
(McRobbie, 1998). 
In the Interview 
Interviews can be problematic given the skill of the interviewer, their biases and the 
unequal power balance between interviewer and respondent can all play a role in what 




Of course, attempting to control the complex and myriad effects of the interview 
relationship in research is not possible but attempts were made by, for instance, keeping 
a neutral tone to questions and allowing interviewees to express themselves without 
excessive prompting or intervention on my part. Interviewees were invited to choose an 
interview location convenient for them. This was so that they were on their own 
¶WHUULWRU\·ZKHUe it was hoped they would be able to feel relatively more comfortable: 
additionally this often offered the chance to see them in their own studios or home 
working spaces (Valentine, 1997: 117). Interviews were digitally recorded to allow me to 
concentrate on the interview without also needing to make extensive notes, and 
allowing the interviewee to talk fluidly without feeling as though they had to pause or 
talk more slowly so that I could keep up. 
An interview schedule was prepared for my use, with questions to prompt further 
discussion from the respondent and as a means by which I could ascertain that all major 
themes had been covered. The themes to be covered were derived from engagement 
with extant literatures and policy documents. The broad themes included on my 
interview schedule were under the headings: 
 Can you tell me a bit about living here? 
 Can you tell me a bit about the arts scene around here? 
 Can you tell me about your work? 
 What kinds of rewards do you get from your work? 
 What position does your artistic practice have in your life? 
 Do you feel under any kind of pressure in your work? 
 Can you tell me about the different kinds of support you get for your artistic 
work? 
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However, as they were semi-structured interviews it was rare that those exact words 
would be used or that topics would be broached in this order. Instead interviews 
proceeded from the general chit-chat engaged in while reviewing consent forms and 
making cups of tea, and developed through the respondents own narratives. In all, 
twenty-one interviews were conducted each lasting from around sixty to 120 minutes. 
5.2.5 Ethics and Confidentiality 
Prior to each interview respondents read a project information sheet and were required 
to complete a consent form examples of which had been approved by the University of 
Kent Ethics Committee. The use of pseudonyms and the obscuring of identifying data 
is often used for data in social science research to maintain confidentiality (Ali & Kelly, 
2012: 65). However, as this thesis makes use of respondHQWV· ELRJUDSKLF LQIRUPDWLRQ
and reference to their art practice, while also being drawn from small populations within 
specific locations, it was felt that offering anonymity would require extensive alterations 
to identifiable information and ultimately create fictional accounts. Without these 
changes anonymity would have been offered but not honoured, as such, all interviewees 
were made aware that they would be identifiable in research outputs. They were sent 
copies of their interview transcripts to read and the option to review sections of the 
thesis in which they were quoted prior to submission. Very few have taken the option 
to review the thesis, however, a couple of issues were raised about transcripts including 
sections that were to be removed. One respondent was unhappy with their whole 
transcript and after discussion only a small portion is cited here under a pseudonym. 
The purpose of these processes was to ensure informed consent from participants, and 
to exercise my duty of care as a researcher to participants during and after the interview 
process (Ali & Kelly, 2012: 62-5). 
Maintaining informed consent while conducting ethnographic work outside interview 
settings can be more problematic. While my research was not covert by design, and 
early on in many of the contacts I had with people I would state my position as a 
researcher, it remains the case that it would be difficult, if not impossible, to operate 
HQWLUHO\RYHUWO\DQGJDLQHYHU\RQH·V LQIRUPHGFRQVHQW+DPPHUVOH\	$WNLQVRQ
210-1). Moreover, even where sought, informed consent was granted with at least some 
level of deception for the kinds of impressions management (see above) necessary to 
remain in the field, and so as not to change behaviours in ways that might affect the 
validity of the research. Privacy is a related issue whereby questions are raised as to the 
levels of control individuals can exert over their actions while in public ² and, indeed, as 
WR ZKDW VSDFHV PLJKW FRQVWLWXWH EHLQJ ¶LQ SXEOLF· S-3). Certainly the actions and 
words of individuals around galleries and in the street, and to who I did not even speak, 
are recorded in my field notes and, in a few cases, quoted in this thesis. Overall, in 
relation to issues of consent and privacy I, again, proceeded with the duty of care I hold 
as research foremost in my mind ² considering issues of anonymity, privacy and 
possible harms both before recording and using data. 
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5.3 Data Analysis 
This thesis is based on data drawn from policy documents, field notes and interviews 
with participants. Though each source provides a rich source of data, given the focus of 
this research on individual artists, their conditions of work and their roles in culture-led 
urban strategies, interview data has been given particular prominence in this analysis. 
Interviews were transcribed verbatim and added to an NVivo project that also 
contained field notes and photos. Coding was approached using a start list of themes 
derived from literature, policy and data collection (Basit, 2003: 145). However, 
qualitative data analysis is a dynamic and reflexive process (p.149), as such the codes 
changed and developed over time to reflect interview data in an inductive-deductive 
analysis (Rivas, 2012: 375). Ultimately the major codes used grouped together talk 
about: Community/Networks, Identity, Place, Pressures and Work. These codes helped 
organise material into a manageable form for analysis in relation to theoretical and 
empirical themes and questions (Rivas, 2012). This process, however, can 
decontextualize segments. As such, the next step was a re-contextualization, examining 
segments within each code, and in relation to the interviews from which they were 
taken and relevant theory (Basit, 2003). From this four major themes were identified 
and provide the titles for the following four Chapters: 
 Creating Creative Towns 
 Creative Towns for Creative People? 
 Being an Artist 
 The Conditions of Labour 
Following epistemological debates within the social sciences on the status of 
knowledges generated by research (e.g. Hammersley & Atkinson, 2007: 5-18; Lee, 2008: 
119-28; Silverman, 2012), this thesis assumes field notes, photos and interviews each 
present a version of the social world (Byrne, 2012: 211). While maintaining that 
UHVSRQGHQWV· PHDQLQJV H[SHULHQFHV DQG QDUUDWLYHV PXVW be subject to serious 
FRQVLGHUDWLRQ WKH QDUUDWLYHV SUHVHQWHG KHUH XQIROGHG ¶ZLWKLQ FLUFXPVWDQWLDOO\ VLWXDWHG
VRFLDOLQWHUDFWLRQ·DQGWKDWZHUHFRQGLWLRQHGE\¶P\ULDGOD\HUVRIVRFLDOFRQWH[W·S
:KLOH FRPSOHWLRQ RI D WKHVLV SUHVXSSRVHV ¶D SDUWLFXODU PDVWHU\ RI WKLV LQIRUPDWLRQ·
(Bourdieu, 1993: 32) this researcher can only present a partial and contingent picture of 
ZKDWPLJKWEH¶UHDOLW\·WKDWLVFRQVWUXFWHGLQWKHLQWHUSOD\P\¶RZQVXEMHFWLYLW\DQGWKH
subjectivities of those whose lives and worlGVDUHLQYLHZ·*XEULXP	+ROVWHLQ
251). It is important, then, to consider the positionality of the researcher. 
5.4 Positionality 
This methodology has been designed to help gain a detailed insight into individual 
biographies, narratives and experiences of working as a visual artist, both over the 
DUWLVWV· OLIH FRXUVH DQG PRUH GLUHFWO\ LQ WKH TXRWLGLDQ FRQWH[W RI 0DUJDWH DQG
 90 
)RONHVWRQH·VFXOWXUDOUHJHQHUDWLRQ+RZHYHUDNH\LVVXHLQVRFLDOVFLHQFHUHVHDUFKLVWKH
position of the researcher within the research process. This thesis is the product of 
situated knowledges, embedded hierarchies of unequally distributed power (Ali & Kelly, 
2012: 60) of which I am both constitutive of and subject to. My positionality will have 
added biases to this research at each stage including design and analysis, and while in 
WKHILHOG,W LVGLIILFXOWWRXQGHUVWDQGWKHHIIHFWRISRWHQWLDOUHVSRQGHQWV·SHUFHSWLRQV
of me as researcher. For example, as data analysis was undertaken it became obvious 
that research design had been insufficiently inattentive to issues of gender: a transcript 
FRQWDLQHGFRPPHQWVDERXWD¶ZRPHQ·VJXLOW·ZLWKUHJDUGVWRIDPLOLDOUHVSRQVLELOLW\WKDW
were not adequately followed up. As a middle-class white male, with a vaguely-trendy 
beard and wearinJ1HZ%DODQFHDEUDQGRIWUDLQHUEHORYHGE\¶KLSVWHUV·P\DSSHDUDQFH
largely fitted in with those around me in galleries and at other cultural events. This is, 
perhaps, useful for gaining access to parts of the field but also further places me as 
researcher, whatever my own feelings or intentions, in a position of power. However, 
one must question how many narratives I was able to access because I am able to 
SUHVHQWP\VHOIDVHLWKHU¶EHORQJLQJ·RUauthoritative, and how many issues were missed 
as individuals did not feel comfortable discussing sensitive issues, such as gender and 
sexuality, or even speaking with me at all. 
While to minimise bias, interviews focussed on the narratives interviewees themselves 
created while I tried to make my own comments and questions appear neutral though 
encouraging, to elicit responses that they felt important to relate, no social researcher 
can wholly remove their own influence from data collection. Moreover, one must 
FRQVLGHUWKHUHVHDUFKHU·VQHHGWRHQJDJHLQLPSUHVVLRQ management (Walsh, 2012: 253) 
to maintain rapport and the possibility of future interaction. Indeed, while Fine (1993: 
 HQFRXUDJLQJO\ VWDWHV WKDW ¶UHVHDUFKHUV DUH IXQGDPHQWDOO\ KRQHVW· KH JRHV WR QRWH
WKDW ¶RSSRUWXQLWLHV IRU GHFHSWLRQ DUH JUHDW« HYHU\RQH·V JRDO LV WR SHUPLW OLIH WR UXQ
tolerable smoothly ² WR HQJDJH LQ LPSUHVVLRQ PDQDJHPHQW· ,PSUHVVLRQ PDQDJHPHQW
was undertaken elsewhere, particularly while in exhibitions and galleries where I would 
DWWHPSWWR¶IDNH·PRUHNQRZOHGJHDERXWDUWWKDQ,DFtually possess while in conversation 
WRDWWHPSWWRGLVJXLVHP\VHOILQWKHSRVLWLRQRIDQ¶LQVLGHU·1RWRQO\ZDVWKLVXVHIXOWR
build rapport with participants, but also because there was a common assumption, and 
expectation, that for researchers in the arWV LW LV ¶the love of art· WKDW LV ¶a strong 
motivation· 5øyseng, 2010: 68) for undertaking work in this field. Indeed, a common 
TXHVWLRQWRPHZKHQPDNLQJFRQWDFWZLWKSHRSOHZDV¶$UH\RXDQDUWLVW"·  
$ZDUHRIKRZWKHGHVLUHWRPDQDJHRWKHUV·impressions of me and the opportunities for 
(self-)deception by only approaching easy to reach participants meant facing situations 
that I would otherwise avoid as socially awkward and, conversely, eschewing easy 
interactions for those that might be empirically more interesting. For example, one 
gallery would have regular private views for new shows that I would often attend. 
Numbers in attendance would vary, the small space sometimes being quite full and 
other times with just a handful of guests. In the latter case the guests would normally be 
just the artist and few of their friends and family, I would thus feel most conspicuous, 
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moving around the room examining and re-examining images, half-hiding behind a 
glass of wine while I stopped to take surreptitious notes ² on the number of people 
there, their appearance and actions ² and waiting for an opportunity to converse with 
the artist or others in attendance. At another gallery it appeared as though I would be 
the only other person, apart from the artist and the gallery owner, at a private view. It 
was an uncomfortable experience for me, though one that paid off as the artist, who 
had previous declined, consented to be interviewed. 
Impression management continues into the analysis provided here as, especially given 
WKDW SDUWLFLSDQWV LQ WKLV UHVHDUFK DUH LGHQWLILDEOH WKHUH LV WKH SHUVLVWHQW ¶GUHDG· RI
EHWUD\LQJ WKHLU FRQILGHQFH DV DQDO\VLV PXVWSURFHHG LQZD\V ¶PRUHGHWDFKHG WKDQRXU
HPRWLRQV GHPDQG· )LQH   $QG LW LV LPSRUWDQW WR QRWH WKDW UHVHDUFh 
participants can also engage in impression management and may seek to avoid 
uncomfortable experiences. I note above the strong Romantic myths attached to the 
role of artist. The narratives provided by participants, then, may be the narratives they 
believe they are expected to present about their work, rehearsed throughout their lives 
in countless day-to-day conversations where conforming to the ideal artist type is the 
best way to permit their own lives to run tolerably smoothly.  
This research process ² from design through to analysis and data presentation ² has, 
thus, required critical self-scrutiny and an acknowledgement that I am not a neutral and 
detached observer. Further, and as noted above, during analysis there was a 
recontextualisation of coded segments, a process by which I could reflexively engage 
with the use of individual data, and consider the meanings with which I intend to 
ascribe the item in relation to its wider context. 
5.5 Summary 
This Chapter has provided justification for the use of a case study approach and 
outlined the processes taken in implementing it. This approach has allowed for a 
theoretically informed research design to be developed that uses a variety of methods 
and multiple sources of evidence. It has demonstrated how the open-ended nature of 
this research allowed for the development of the research design and in establishing 
empirical questions, that remained attentive to the subject cases, that is, artists · labour in 
Margate and Folkestone. It has argued that the methodologies selected are appropriate 
to making a contribution to the literature on cultural work and culture-led urban 
SROLFLHVVLWXDWLQJDUWLVWV·ODERXULQVSHFLILFFRQWH[WV 
While localised and small scale research can pose specific issues of generalizability, this 
research remains useful in grounding abstract theory in an empirical study of everyday 
DUWV SUDFWLFH VKRZLQJ ¶KRZ WKLQJV DFWXDOO\ ZRUN LQ SUDFWLFH· 0F5REELH  
Moreover, this provides a timely and interesting contribution to an underdeveloped 
literature on cultural workers and culture-led urban strategies, beyond large-scale and 
global cities, in smaller and seaside towns.  
6 ƌĞĂƚŝŶŐƌĞĂƚŝǀĞdŽǁŶƐ 
As discussed in &KDSWHU7KUHH ¶FUHDWLYLW\·KDV FRPH WREHGLVFXVVHGDQGXWLOLVHG DV D
GULYHU RI XUEDQ FKDQJH HVSHFLDOO\ ZLWKLQ WKH FRQWH[W RI XUEDQ ¶UHYLWDOLVDWLRQ· DQG
¶UHJHQHUDWLRQ·'XULQJWKHVWKH*UHDWHU/RQGRQ&RXQFLOGHYHORSHGWKLVWKLQNLQJ
providing the aQWHFHGHQWWRWKHILUVW¶&XOWXUDO4XDUWHU·+HVPRQGKDOJK	3UDWW
Writing around the same time, Harvey (1989: 9) argued that, as inter-urban competition 
LQFUHDVHV ¶WKH FLW\KDV WR DSSHDU DV DQ LQQRYDWLYH H[FLWLQJ FUHDWLYH DQG VDIHSODFH WR
live oU WR YLVLW WR SOD\ DQG FRQVXPH LQ· 7KH QRWLRQ RI ¶FUHDWLYLW\· WKHQ ZDV DQ
important aspect of urban regeneration even before the work of Landry (2000) and, 
HVSHFLDOO\)ORULGDJOREDOL]HG¶FUHDWLYHFLW\·VWUDWHJLHV&UHDWLYLW\LVQRZVHHQ
as a key urban asset for urban boosterists, making its promotion an almost ubiquitous 
strategy for place promotion and attracting inward investment (Currid, 2007; Harris & 
Moreno, 2012; Kong, 2007; McRobbbie, 2011; Mommaas, 2004; Peck, 2005; Pratt, 
2008; 2009; 2011). 
There are, however, multiple approaches to the utilisation and harnessing of creativity in 
urban policy. Top-down strategies, such as the construction of large cultural venues 
HJ7DWH0RGHUQRQ/RQGRQ·V6RXWK%DQNRUWKH/RZU\LQ6DOIRUG8. , contrast with 
bottom-XS ¶RUJDQLF· DSSURDFKHV ZKHUHLQ PRUH LQIRUPDO VRFLDO PLOLHX HPHUJH RU DUH
HQFRXUDJHG WR WDNH DGYDQWDJH RI DJJORPHUDWLRQ HIIHFWV DQG NQRZOHGJH ¶VSLOORYHUV· LQ
clusters, hubs or incubators ² as in the Northern Quarter of Manchester, UK, or The 
Westergasfabriek outside Amsterdam, the Netherlands (Currid & Williams, 2009; 
McRobbie, 2011; Mommaas, 2004). There are further cleavages between production 
and consumption-oriented models, and various kinds of financial and management. 
Moreover, these approaches can be viewed as having a contested politics. While visual 
artists, in particular, are seen as active agents in the remaking of urban environments ² 
ZLWK +R[WRQ LQ (DVW /RQGRQ DQG 1HZ <RUN &LW\·V /RZHU (DVW 6LGH SURYLGLQJ WKH
prime examples of artful, urban reinvention ² they also point to debates around 
gentrification and displacement as middle-FODVV FRQVXPHUV VHHN WR ¶reassert their 
authority over urban space· WKURXJK XUEDQ FXOWXUDO SROLF\ /DWKDP  
Deutsche and Ryan, 1984; Pratt, 2009; Zukin, 1982). 
This Chapter will explore how Margate and Folkestone are being constructed as 
FXOWXUDOFUHDWLYHRUDUWLVWLFSODFHVWKURXJKXUEDQSROLF\IRFXVLQJRQWKHWRZQV·IODJVKLS
initiatives: the Turner Contemporary Gallery in Margate, and the Folkestone Triennial 
and Folkestone Artworks. It will demonstrate how these spaces can act as drivers for 
FKDQJLQJ SHUFHSWLRQV DQG H[SHULHQFHV RI SODFH LQFUHDVLQJ WRXULVP DQG ¶GUDZLQJ LQ·
artists. It will further examine the ways in which artists in Margate and Folkestone are 
also involved in creating, augmenting and reproducing the cultural properties of place 
through their situated art practices ² a form of labour that can be hidden in the 
landscape and obscured by dominant representations of space where creativity appears 
to reside in ready-made buildings and objects. The purpose of this chapter, then, is to 
KLJKOLJKW WKH FKDQJLQJ PDWHULDO DQG LPPDWHULDO ¶VSDWLR-WHPSRUDO FRQILJXUDWLRQV·
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(Lefebvre, 1991: 77) of Margate and Folkestone as creative places, and to make visible 
WKHVRFLDODQGSURGXFWLYHODERXUWKDWWKHXUEDQ¶SURGXFW·FDQFRQFHDO/HIHEYUH 
80-1). This will raise two further questions that will be addressed in the following 
Chapters: for who are these creative spaces being constructed, and what are the 
condition of labour for the artists whose work is co-opted into such urban strategies? 
6.1 The Key Projects 
,Q  WKH 8. *RYHUQPHQW·V 'HSDUWPHQW RI &XOWXUH 0HGLD DQG 6SRUW UHOHDVHG D
report that stressed the economic argument for incuOFDWLQJ¶FUHDWLYLW\·LQ%ULWLVKFLWLHV 
The vision is of a Britain in WHQ\HDUV·WLPHZKHUHWKHORFDOHFRQRPLHVLQRXU
biggest cities are driven by creativity, where there is a much expanded range 
RIFUHDWLYHMRERSSRUWXQLWLHVLQHYHU\UHJLRQ«,WLVDYLVLon of 
creativity as the engine of economic growth for towns, cities and 
regions. (DCMS, 2008: 6, emphasis in original) 
This approach was backed-up with central government funding and support through, 
for example, the Local Government Association (2009; 2013), and regional 
development agencies which, from 1999 until being wound up in 2011, were involved in 
many local creative industries strategies (DCMS, 2001; 2008; Oakley 2010) . Coastal 
communities, in particular, were targeted through the £45 million DCMS Sea Change 
programme (BOP Consulting, 2011; Kennel, 2011; Walton & Browne, 2010). The 
rationale used in such initiatives echoes a broader view of culture-led development and 
the benefits that it can bring: as a key driver for urban economic regeneration and, 
simultaneously, as a tool to combat social problems (Bailey et al., 2004; Miles & 
Paddison, 2005; Stevenson, 2004; Tyler et al., 2013). 
The economic argument can be understood as a key SDUW RI .HQW &RXQW\ &RXQFLO·V
cultural strategy. As noted in Chapter One, they acknowledge pressing economic issues 
related to, for example, de-industrialisation. KCC go on to enumerate broader aims; that 
¶regeneration is not simply economic growth·DUJXLQJIRU 
transformation in education and skills, the culture renaissance in the 
county and an efficient transport system that supports both the 
economy and residents. It is about improved housing conditions, 
particularly for the most vulnerable both young and old. 
(KCC, 2009: 9) 
While the role of art and culture in the reJHQHUDWLRQRI(DVW.HQW·VFRDVWDOWRZQVKDG
been identified by the County Council as early 2004 (KCC, 2004), it was after the 
8QORFNLQJ.HQW·V3RWHQWLDO (KCC, 2009) report that a cultural strategy gained prominence 
at the regional policy level. In pursuit of a broad regeneration agenda. KCC produced 
8QORFNLQJ.HQW·V&XOWXUDO3RWHQWLDO ² Cultural Strategy for Kent 2010-2015, which laid out a 
range of aims for WKHFRXQW\·Vcultural policy, combining an interest in improving both 
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social and economic condition in the county. It was stated that culture will make a 
¶contribution to the wellbeing RIWKHFRXQW\·DQGEH recognised as ¶a valuable tool for 
WKHFRXQW\·VZRUNLQHFRQRPLF DQGVRFLDOUHJHQHUDWLRQ· (KCC, 2010c: vi). Within this, 
artists, and the cultural industries more generally, were deployed as key actors who 
could restore, regenerate or develop local identities and economies. 
.&&·V FXOWXUDO SROLF\ PD\ EH YLHZHG DV D ¶VHOI-conscious and self-styled urban re-
FUHDWLRQ·%DLOH\HWDO : indeed, the ² unsuccessful ² County Council backed 
bid for East Kent (including Margate and Folkestone) to become UK City of Culture 
UDQXQGHUWKHVORJDQ¶$&LW\,PDJLQHG·1 Moreover, the Cultural Strategy document 
situates cultural policy as a tool in interurban competition, as the council aims to: 
grow a position which will stand out nationally by increasing the 
number of creative industries« equip a Kent workforce to enter the 
sector and support our existing creative industries so that we will be 
regarded as a creative region. (KCC, 2010c: x) 
Within this strategy, the visual arts are highlighted as a priority area, ¶VR WKDW DUWLVWV
DUWLVWV·VWXGLRSURYLGHUVDQGYLVXDODUWVDXGLHQFHVZLOOFRPHWR.HQWFRQILGHQWWKDWWKH\
ZLOO EH ZHOFRPHG DQG UHZDUGHG· SYLLL The focus on the visual arts stems from 
LQYHVWPHQW ¶in key projects such as Turner Contemporary [and the] Folkestone 
Triennial·ZKLFK.&&YLHZDVPDNLQJWKHFRXQW\¶well placed to be leaders in the field 
of visual arts· 
The local authorities of Thanet and Shepway ² representing Margate and Folkestone, 
respectively ² follow this rhetoric in their local policy. Indeed, in some respects their 
strategies predate WKH &RXQW\ &RXQFLO·V LQWHUHVW, with several earlier commissioned 
UHSRUWVDQGFXOWXUDO¶WRRONLWV·  
This is particularly notable in Margate, where the Turner Contemporary is featured as 
part of a Strategic Urban Design Framework as early as 2004 (Tibbalds, 2004), and art and 
culture feature prominently in several pieces of research between 2007 and 2009. This 
includes work undertaken on behalf of the Margate Renewal Partnership, a 
collaboration that includes Thanet District Council, Kent County Council and the 
South East Economic Development Agency (SEEDA) (Margate Renewal Partnership, 
2007; 2008; 2009; see also: Fleming, 2008a; 2008b; Shared Intelligence, 2008a; SQW & 
BBP Regeneration, 2007). The Margate Renewal Study (Shared Intelligence, 2008a: 14) 
states that: 
Building on the development of the Turner Contemporary, the aim 
of the Margate Destination Strategy is to turn Margate into a hub for 
cultural events, artistic goods and creative production. 
                                                   
1 UK City of Culture is modelled on the European City of Culture designation. Locations compete for 
the award which is designed to promote culture-led urban schemes and their concomitant social and 
economic benefits. See http://www.eastkent2017.co.uk/ for information on the East Kent bid. 
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And in 7KDQHW'LVWULFW&RXQFLO·VFXOWXUDOVWUDWHJ\Culture Matters (TDC, 2008), Margate 
LVRQHSDUWRIWKH¶QDWXUDOO\YLEUDQW,VOH>of Thanet@·SDQG¶recognised as an area that 
has changed its fortunes, thanks to a thriving and sustainable cultural community and 
economy·S  
In Folkestone, the Creative Foundation has co-funded research, along with SEEDA, on 
cultural regeneration and coastal towns by Powell and Gray (2009). Nick Ewbank 
(2011), former director of Creative Foundation, also provides an account of the 
inception of Creative Foundation in 2001, and the subsequent development of 
)RONHVWRQH·V &UHDWLYH 4XDUWHU However, compared to Margate, Folkestone does not 
have the same number of public research reports/strategy documents concerning its 
culture-OHG UHJHQHUDWLRQ 7KLV LV SHUKDSV GXH WR )RONHVWRQH·V UHOLDQFH RQ SULYDWH
philanthropic funding via the Creative Foundation. Indeed, Ewbank notes that it is the 
Creative Foundation that has taken the strategic lead, and this is perhaps confirmed by 
6KHSZD\ 'LVWULFW &RXQFLO·V SURFHHGLQJV WKDW demonstrate Council policy on the 
UHJHQHUDWLRQRI)RONHVWRQH·V2OG7RZQLVUHVSRQGLQJWRWKH&UHDWLYH)RXQGDWLRQ·VOHDG
(SDC, 2008). However, Shepway District Council, as part of their Core Strategy (2012), 
QRWH WKDW D ¶6WUDWHJLF 1HHG· LV WKH ¶challenge to improve employment, educational 
attainment and economic performance· SDUW RI ZKLFK LV WR EH PHW WKURXJK WKe 
H[SDQVLRQRI¶cultural and creative activity in the district, with refurbished premises and 
spaces in Folkestone's Old Town forming a vibrant Creative Quarter· (p.29). As part of 
LWVFRQWULEXWLRQWRWKH&RXQFLO·VVWUDWHJLFQHHGVWKLV¶5HJHQHUDWLRQ$UF provides major 
RSSRUWXQLWLHV IRUGHYHORSPHQW« to upgrade the fabric of the town drawing from its 
past and potential sense of place·S 
0DUJDWHDQG)RONHVWRQH·VFXOWXUH-led regeneration are informed by policy and strategy 
initiatives at national, regional and local scales. 7KHVH¶RIILFLDO·UHSUHVHQWDWLRQVRIVSDFH
FDQKDYHD¶substantial role and specific influence in the production of space · (Lefebvre, 
1991:42), establishing a logic for social and political practices. The following will 
demonstrate some of the material and immaterial implications of such representations 
DV WKH\ ¶intervene in and modify spatial textures· (Lefebvre, 1991:42), situated in 
contemporary discourses around culture, the creative industries, the knowledge 
economy and creative cities (see Chapters 2 & 3). This section will particularly highlight 
the roles of the Turner Contemporary, in Margate, and in Folkestone the 
Triennial/Artworks as what might be understood as the most prominent cultural 
initiatives in the arts-led regeneration policies of Margate and Folkestone. Moreover, it 
will explore their role in the production of space and the attempted urban re-creation of 
these towns. 
6.1.1 Turner Contemporary 
I arrive at Margate train station on a sunny April day in 2011. Built in 1926, the parquet 
floor of the station concourse, its vaulted ceiling and ornately decorated clock, flanked 
E\FKHUXEVUHFDOOWKHILQDOIHZGHFDGHVRI0DUJDWH·VKH\GD\DVDSRSXODUKoliday resort. 
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Today volunteers in Turner Contemporary branded t-shirts hand out information packs 
DQGQHRQVWLFNHUVEHDULQJWKHVORJDQ¶<RX$UH+HUH·WRWKHPDQ\SHRSOHGLVHPEDUNLQJ
WKHEXV\WUDLQVDQGKHDGLQJWRWKHJDOOHU\·VRIILFLDORSHQLQJ  
Exiting the station concourse I pass a billboard featuring a carefully composed photo of 
WKH JDOOHU\ EXLOGLQJ DQG WKH VWUDSOLQH ¶:HOFRPH WR 0DUJDWH  +RPH RI 7XUQHU
&RQWHPSRUDU\· Figure 10). Once outside, the gallery is visible across the bay, a slate 
blue shape separated from the train station by a 10-minute walk alongside the gentle 
FXUYHRI0DUJDWH·V VDQG\EHDFK DORQJVLGHKRDUGLQJV WKDWSURFODLP0DUJDWH WREH ¶WKH
originDOVHDVLGH·Figure 11). 
The Turner Contemporary sits at the base of the Harbour Arm, a pier that extends into 
the North Sea 200 metres or so, creating a shelter for a few small boats. The Harbour 
Arm has its own small gallery, artistV·VWXGLRVDFDIpDQGDSXE%HQHDWKWKHOLJKWKRXVH
at the tip of the Harbour Arm, stands a sculpture made from small metal shells welded 
together to create a woman in Victorian garb, with a bustle, and bonnet on her head. 
The opening has drawn a big crowd; the area around the Turner Contemporary and 
along the Harbour Arm is thronged with people. The queue to enter the gallery is so 
long that many people, myself included, will not even attempt to get inside today, 
preferring to enjoy the fine weather, live music and other open air entertainments. I 
speak with a stage and television actor who has come down from London to meet 
friends, and there are families, with buckets and spades, who look as though they came 
for the beach and were then attracted by the activity around the gallery. There are a few 
ZKRVWDQGRXWZLWKFORWKLQJ,ZRXOGGHVFULEHQRWDVZRUQEXW¶FXUDWHG·² their haircuts 
and clothes look very expensive, with key items distressed in a way that suggest they are 
the product of hours rooting through vintage boutiques. I, perhaps unfairly, note down 
they bear more than a passing resemblance to the Young British Artists, a sardonic 
cartoon about artists featured in the UK satirical magazine Private Eye (see Figure 12). 
They would look more at home at an East London gallery or, perhaps, arty and hip 
Brighton, rather than in faded, tired and provincial Margate. 
Loitering about I catch snippets of conversation: a woman in her 20s stands behind a 
EDE\·VSXVKFKDLU VSHDNLQJ LQ DEURDG.HQWLVK DFFHQW WR DQRWKHUZRPDQRI D VLPLODU
age; perhaps because of the buzz of so many people, or even because of the type of 
people, she says that ¶,WGRHVQ·WIHHOOLNH0DUJDWHWRGD\« LWIHHOVOLNHVRPHZKHUHHOVH· 
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Figure 10  ‘tĞůĐŽŵĞƚŽMargate ?,ŽŵĞŽĨdƵƌŶĞƌŽŶƚĞŵƉŽƌĂƌǇ ? PĚǀĞƌƚĂƚDĂƌŐĂƚĞƚƌĂŝŶƐƚĂƚŝŽŶ ? ? ? ? ?
 
Figure 11 'Margate: The Original Seaside': Hoarding along Marine Drive, 2011 
 




As a visitor to the town, Turner Contemporary may be understood as occupying a key 
physical position within Margate ² it is visible from the train station, and from along the 
length of the beach and promenade. Moreover, it occupies an increasingly key position 
in media representation of the town. For example, the building was subject of a review 
in a national newspaper by prominent critic Brian Sewell (2011), was cited as a reason 
ZK\0DUJDWHLVD¶PXVW-VHH·GHVWLQDWLRQIRU-RQHVZKLOHDNew York Times 
article on Kent led with the Turner Contemporary (Barton, 2013). These help to create 
and sustain representations of Margate as a creative and increasingly vibrant place, 
drawing in, as Ian Aitch (2013) ² a writer and journalist who had grown up in Margate ² 
VXJJHVWV ¶visibly new demographics over the past two years in terms of visitors, 
residents and businesses· 5HVSRQGHQWV FRQFXUUHG VRPH QRWHG LQ SDUWLFXODU WKDW
Turner Contemporary was encouraging new tourists to come to the town: 
,PHDQ\RX·YHVHHQLWZLWK7XUQHUZLWKKRZPXFKGLIIHUHQFHLW·V
made. Suddenly all these people are coming from London to 
0DUJDWHWKH\ZHUHQ·WGRLQJWKDWEHIRUHWKH\ZHUHJRLQJWR
:KLWVWDEOH,W·VEULQJLQJDZKROHQHZDXGLHQFHLQ (Claire, Margate) 
Claire is suggesting, then, that Margate is being established as a site of cultural 
consumption for a middle-class audience who might previously have preferred the 
gentility of Whitstable, a few miles along the coast to the west. Duncan similarly noted 
that, as opposed to the highly seasonal, traditLRQDO VHDVLGH UHVRUW ¶QRZ in winter on a 
:HGQHVGD\DIWHUQRRQ\RX·OOVHHDFRDFKRISHRSOHWXUQXS·7KH7XUQHU&RQWHPSRUDU\
then, may be viewed as changing how Margate is perceived and experienced, and 
intended to attract new cultural consumers to the town. By the summer of 2013 the 
gallery was lauding the milestone of one million visits since 2011. The gallery may also 
be viewed as conforming to one of the expectations of the Margate Renewal 
Partnership (2009: 3) for who the Turner Contemporary operates as an anchor, 
DWWUDFWLQJYLVLWRUVWR0DUJDWHDQGKHQFHLQWRWKH2OG7RZQ·V&UHDWLYH4XDUWHUZKLFKLV
the location of several galleries, studios and a range of other cultural and leisure 
amenities such as a museum, and cafes and bars. The gallery, then, has also stimulated 
independent cultural, and other entrepreneurial, activity ² alongside the space as a locus 
of cultural consumption it can be viewed as creating or promoting Margate as a site of 
production, drawing relationships between the two (Pratt, 2004: 123) to develop a new 
economic base for the area. The production of Margate as a creative place away from 
the gallery, in the Old Town and Cliftonville, will be discussed further below. 
This strategy is in keeping with policy for seaside towns that has emphasised the role of 
culture in helping disadvantaged coastal communities to regenerate (BOP Consulting, 
2011; Kennell, 2011; Shared Intelligence, 2008; Smith, 2004). It also possible to point to 
ways in which the Turner Contemporary exemplifies several institutionalised urban 
branding techniques (e.g. Evans, 2009; Peck, 2005; see Chapter 3) that codify and 
project a particular representation of space. The gallery is striking in its design (by David 
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Chipperfield Associates) and location; it is a spectacle that is attractive for visitors, and 
affords the capturing of photographs to feature in press and PR that project an image of 
the town as a cultural destination,2 the gallery creates new cultural urban spaces as a 
means by which the town can accumulate cultural capital (Kong, 2007). Cultural capital 
is augmented by the galleries choice of artists to exhibit. Since opening, it has had major 
exhibitions by major artists including Alex Katz, Tracey Emin and Carl Andre, as well 
as hosting installations by Rodin, Mark Wallinger and Juan Muñoz. Moreover, JMW 
Turner will get his second exhibition in the gallery during 2014. Turner lived in Margate 
ERWKLQKLV\RXWKDQGODWHULQKLVOLIHOLYLQJ¶in dubious circumstances with a certain Mrs 
Booth in a house where Turner Contemporary now standV·'DUZHQW0DUJDWH·V
connection with the Romantic painter is part of the founding narrative of the gallery, 
placing itself in the tradition of: 
«RQHRIWKHPRVWFHOHEUDWHGDUWLVWVLQKLVWRU\«Now, our gallery is 
testamHQWWR7XUQHU·VODVWLQJLQIOXHQFHDVDYLVLRQDU\+LVSDVVLRQWR




upon, notions authenticity, heritage and uniqueness ² another familiar trope of culture-
led regeneration (Zukin, 2010).  
The multi-million pound investment in a contemporary building to house exhibitions by 
a roster of internationally recognisable artists follows a well-trodden path in culture-led 
regeneration (Evans, 2009) ² HQFRPSDVVLQJ UHQRZQHG LQWHUYHQWLRQV VXFK DV %LOEDR·V
*XJJHQKHLP DQG 7DWH 0RGHUQ RQ /RQGRQ·V 6RXWK %DQN (Dean et al., 2010; Plaza, 
2000), and emulated in smaller projects such as the Turner Contemporary, the 
+HSZRUWK:DNHILHOGRU+DVWLQJ·V -HUZRRG*DOOHU\+HSZRUWK:DNHILHOG 5RVH
2012). Folkestone, however, is subject to a materially different approach.  
                                                   
2 For examples see tcmillion.org, a site set up by Turner Contemporary to celebrate their one million 
visits. 
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6.1.2 Folkestone Triennial and Folkestone Artworks 
 
Figure 13 Triennial information board in Folkestone Central train station, 2011 
 
Figure 14 An advertising hoarding outside Folkestone Central train station, 2011 
I visit the second Folkestone Triennial for the first time at the end of August 2011. It is 
one of my first visits to the town and my entrance is through the Central train station, 
to the north of the town centre. This was rebuilt in the 1960s in a utilitarian style, bereft 
of the period flourishes seen in Margate that might hint at anything beyond austere 
functionality. A second platform, defunct and overgrown, is visible as I leave the train ² 
a hint to the diminished importance of the station. Around the station maintenance has 
been neglected so that, overall, it has become particularly tired, bleak and unwelcoming. 
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On the concourse there is a Triennial information board (Figure 13) that I stop at, along 
with a small group of visitors that also came on the same train, to pick up a map. 
Leaving the station a large billboard opposite the exit features five scenic photographs 
of locations around Folkestone and nearby Hythe and Romney Marsh, it bears the 
OHJHQG¶$UHQ·W\RXJODG\RXFDPHKRPHWRWKLV"6WXQQLQJVFHQHU\VSHFWDFXODUFRDVWOLQH
YLEUDQWWRZQVDQGWKH)RONHVWRQH7ULHQQLDO·Figure 14). 
Given the Triennial has been running since 25 June, I am here quite late in its run, and 
combined with the lack of a single place to act as a focal point, this means that there is 
not the same pervasive buzz of excitement and activity as around the opening of Turner 
Contemporary. But there are signs of the event all over town: from Folkestone Central 
station gulls have been spray-painted on the floor to lead visitors to the Creative 
Quarter, while lining Sandgate Road, the main pedestrianised shopping area for 
Folkestone, there are Triennial banners attached to lamp-posts. In the middle of 
6DQGJDWH 5RDG WKHUH·V D VPDOO WHPSRUDU\ 7ULHQQLDO LQIRUPDWLRQ SRLQW ZLWK PDSV DQG
flyers. It is staffed by a woman who normally works as a translator but who has taken 
this (she tells me, minimum waged) role for the summer out of curiosity and 
excitement. She tells me that she has spoken with visitors from all over Europe, 
particularly from the Netherlands, Spain and France, attracted by the event, and that 
ORFDO NLGVKDYHEHHQ UHDOO\ LQWHUHVWHG LQZKDW LVKDSSHQLQJ VKRZLQJPHWKHFKLOGUHQ·V
map the Creative Foundation also produced. 
7KH PDSV SURGXFHG RI )RONHVWRQH·V DUWZRUNV )LJXUH  VXJJests the installations 
coalesce into a collection. However, to the uninitiated or uninterested visitor the effect 
may be somewhat diminished as they occur in isolated, unusual locations. Many are 
barely visible. For example, on the west end of the Leas, at the bottom of a residential 
street, I find a Triennial invigilator sat on a collapsible chair in front of a dense 
blackthorn bush. A path has been cut through the foliage and following it I find a 
mirrored viewing platform created by Spanish artist Cristina Iglesias, from which I look 
out over a trench to Martello Tower 4 which remains, otherwise, hidden from public 
view (Figure 16). Similarly, at the defunct Harbour, across a car park and past the closed 
ticket office and a greasy-spoon cafe, under the looming control tower, I enter the 
disused Folkestone Harbour train station ² a site that used to welcome the opulence of 
the Orient Express and which is now slowly turning to ruin, used most frequently by 
anglers who pass through and up urine soaked steps to fish from the pier. On the tracks 
3DORPD 9DUJD :HLV]·V VFXOSWXUH RI PLJUDQWV RQ WKHLU ¶PDJLF· FDUSHW VLWV Figure 17). 
There is no invigilator here but a CCTV camera is focussed on the work. The effect is 
unsettling as the location feels eerie and isolated. Other Triennial pieces hide in plain 
view, jarring the viewer. I did not immediately realise, for example, that the clock on the 




Figure 15 Folkestone Artworks Map (Excerpt), folkestoneartworks.co.uk, 2013 
 
Figure 16 View of DĂƌƚĞůůŽdŽǁĞƌ ?ĨƌŽŵƌŝƐƚŝŶĂ/ŐůĞƐŝĂƐ ?ŝŶƐƚĂůůĂƚŝŽŶTowards the Sound of Wilderness (2011) 
 103 
 
Figure 17 Rug People by Paloma Varga Weisz at Folkestone Harbour Station, 2011 
 
Figure 18 We Could Have Been Anything That We Wanted To Be by Ruth Ewan, 2011 
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Figure 19 Bear at Folkestone Central train station, from Baby Things by Tracey Emin, 2008 
A little further to the east along the Leas are pebbles that only on second inspection 
reveal themselves to be individually numbered, 19,240 of them in total, to represent the 
number of British soldiers ² PDQ\RIZKROHIWWKURXJK)RONHVWRQH·VKDUERXU² killed on 
the first day of the World War One Battle of the Somme (Folk Stones by Mark Wallinger, 
2008). 7UDFH\(PLQ·VBaby Things (Figure 19IHDWXUHVVPDOOEURQ]HVFXOSWXUHVRIEDELHV·
toys and clothing scattered across the town like lost objects ² I knew there was one 
located in Folkestone Central station but it was only after several months, and many 
visits, that I found the small bear under a bench. 
~ 
Like the Turner Contemporary, the Folkestone Triennial/Artworks retains a focus on 
established and recognised artists (e.g. Mark Wallinger, Tracey Emin, Hamish Fulton) 
but whereas the Turner Contemporary occupies a key space within Margate and offers a 
FRQWHPSRUDU\ ¶ZKLWH ER[· JDOOHU\ VSDFH WKH PDWHULDO LPSRVLWLRQV RI WKH )RONHVWRQH
Triennial/Artworks are dispersed, spread over a town that sprawls along the coast. 
These interventions are site-specific, most likely outside a gallery setting and often in the 
public realm. 
The programme constitutes the largest commissioning programme for public art in the 
UK: the 2011 Triennial featured new work by 19 artists, alongside eight works from the 
2008 Triennial which now form part of the permanent Folkestone Artworks collection 
(eight pieces from 2011 were similarly added to this collection). Works were distributed 
from the number 3 Martello3 tower on the East Cliff to Martello 4, two miles to the West. 
                                                   
3 A Martello tower is a small defensive fort of the sort built across the British Empire during the 19th 
century. 
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+DOO DQG 5REHUWVRQ  QRWH WKDW SXEOLF DUW OLNH ¶FUHDWLYLW\· DQG ¶FXOWXUH· PRUH
generally, was shifted in policy discourse from the 1980s from attention to its aesthetic 
value to: 
a supposed contribution to what might broadly be tHUPHG¶XUEDQ
UHJHQHUDWLRQ·7KHFRQWULEXWLRQVRISXEOLFDUWLWZDVDUJXHGFRXOGEH
economic, social, environmental and psychological. (p.5) 
They go on to point to a further rationale for its commissioning, that public art can be 
deployed to emphasise disWLQFWLRQ DQG WKH ¶XQLTXH· TXDOLWLHV RI SODFH SOD\LQJ D
¶VLJQLILcant promotional role· S 7KH VWDWHG DLPV RI WKH )RONHVWRQH
Triennial/Artworks are similar to those claimed in Margate, as the Creative Foundation 
attempts a symbolic re-ordering of space and urban re-branding: 
KHOSLQJWRIXUWKHUGHYHORS)RONHVWRQH·VUHSXWDWLRQDV a unique 
GHVWLQDWLRQLQWKH8.«The aim remains that when people think 
about Folkestone they think about the collection. The size of the 
collection now warrants a trip to Folkestone by itself and we would 
like the people of the town to be aware of it, proud of it and to talk 
about it. (Folkestone Artworks, n.d.) 
The excitement of the Triennial is engaging with the urban in a different way, 
approaching empty buildings or bushes in new ways, or finding compelling reasons to 
visit underutilised spaces ² this draws upon the idea that public art has: 
the ability to replace a quality that has vanished from a place or has 
been ignored; this is achieved, it is argued, through commemoration 
of events or aspects of local history«+DOO	5REHUWVRQ 
Writing in The Daily Telegraph, one critic echoes this, noting that the Triennial works 
¶take you on an oblique, Alice in Wonderland journey through the town · +XGVRQ
2011). The Triennial, then, prompts visitors to adopt a particular kind of spatial 
practice, encouraging them to decipher the textures of place in a way that reconfigures 
what might be viewed as a blight on the landscape ² the derelict Harbour train station, 
or the bleak stretch of concrete on the beach that was home to the Rotunda 
amusements ² into installation sites for art and cultural consumption: 
While the images and symbols of urban decay remained the same, their 
representations and attached meanings shifted from fear and repulsion 
to curiosity and desire. (Mele, 1994 quoted in Lloyd, 2010: 78) 
In meeting their goals one respondent suggested that the Creative Foundation has 
DGRSWHG ¶TXLWH D brave set-XSEHFDXVH LWGRHVQ·WKDYH WKHRQHELJKLW OLNe the Turner 
CoQWHPSRUDU\· 0DWW)RONHVWRQH WKHGLVWULEXWLRQRIZRUNV DFURVV WKH WRZQ UHGXFHV
the spectacle, and having a large festival only every three years can reduce the 
momentum behind the cultural-led regeneration. Yet this strategy may be seen as having 
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an effect, as discerned in the media, where the 2011 Triennial was, according to one 
QDWLRQDO QHZVSDSHU ¶WKLV VXPPHU·V PXVW-YLVLW· FXOWXUDO HYHQW (PPV  ZLWK WKH
7ULHQQLDOSODFLQJWKH¶shabby (but improving)· WRZQRQWR7KH*XDUGLDQ·V ¶+ROLGD\
hotspotV· OLVWThe Guardian &RPPHQWVOHIW LQWKH7ULHQQLDOYLVLWRUV·ERRN
VLPLODUO\GHPRQVWUDWHKRZ)RONHVWRQH·VLPDJHLVEHLQJDOWHUHG  
I come to Folkestone at least twice a year to visit my in-ODZV«WKH
town looks better every time I return. I am an art teacher in 
Newcastle and some of the Triennial artists have inspired projects in 
school. Looking forward to the next one! Katherine 
,·YHDOZD\VORYHG)RONHVWRQHLW·VQRWDVQLFHDVLWXVHGWREHPDQ\
years ago. The triennial is helping make Folkestone beautiful again. 
Wonderful Art! Wonderful! Lily 
Thank you for believing in Folkestone and helping people to love 
this beautiful town. It will one day be restored to its original beauty if 
we all try and do our bit. [Name illegible] 
(Transcribed from photos taken 30 August 2011) 
These quotes demonstrate how Folkestone is becoming a more attractive place for 
(these) visitors and cultural consumption. 
The work of the Creative Foundation more broadly has served to produce Folkestone 
as a more creative place. It has projected a narrative about what it hopes to achieve, and 
this has apparently drawn in visitors, artists and media attention. The Triennial, and the 
kinds of spaces it produces, is seemingly a key part of achieving the ¶FULWLFDO PDVV RI
creative activity· (Ewbank, 2011: 33) argued to be required in creating a sustainable 
culture-led regeneration for the town (Leslie & Rantisi, 2006; Pratt, 2004; Vivant, 2013).  
6.1.3 An Urban Product 
Comparing Folkestone and Margate it is possible to point to key differences between 
the two. Margate suffers from deeply-embedded social problems and its high street has 
been decimated by out-of-town shopping, thus Folkestone may be understood as 
starting from a (relatively) more advantaged position. As such, for both residents and 
visitors, the potential impact of culture-led regeneration strategies is less immediate. 
Whereas in Margate, the walk along the seafront and around the town centre can often 
feel desolate ² amongst empty shops and sparse crowds ² Folkestone often feels, 
comparatively, much livelier, especially out of the traditional seaside season. Discussing 
the cultural regeneration of Folkestone, KCC leader, Paul Carter, suggests that people 
¶who live in the area probably don't see the transformation because it's incremental ·
(quoted in Thomas, 2012). 
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For both towns, however, the representations of space afforded by key projects can be 
understood as helping to produce a representational ² that is lived and affectively 
experienced ² space that overlays the existing material and symbolic properties of the 
town with new socio-spatial configurations of space (Lefebvre, 1991: 41-2). They both 
deploy a specific ideology of culture and creativity to imagine the towns as creative, 
facilitating the development of representational spaces, and fostering particular spatial 
practices. They seek to reject negative images inherited from the past ² as faded seaside 
resorts, past their touristic heyday (Ewbank, 2011: 11; MRP 2008: 7) ² upgrading the 
LPDJHRI WKHLU ¶SURGXFW· %DLOH\ HW DO   WKURXJK WKHXWLOLVDWLRQRI ¶WKH ILHOGRI
historically constituted cultural artefacts and practices and special environmental 
FKDUDFWHULVWLFV· +DUYH\  . In Margate this is expressly based on claims to 
authenticity and uniqueness, positioning the town through its association with JMW 
7XUQHUDQGWKURXJKUHIHUHQFHVWRLWVKLVWRU\DVWKH¶RULJLQDOVHDVLGH·LQ)RONHVWRQHPDQ\
of the Triennial/Artworks pieces respond specifically to the town and its particular 
KLVWRULFDO VRFLDO FXOWXUDO DQG VSDWLDO SURSHUWLHV HJ :DOOLQJHU·V Folk Stones). The 
overarching aim remains, in both cases, the creation and and exploitation of synergies 
between culture, leisure and tourism for economic development (Mommaas, 2004: 518) 
² both towns striving to attract tourists and cultural producers in schemes where there 
is a virtuous synergy between the two. The effect is the layering of socially constituted 
discourses of culture, creativity and art over extant understandings and lived experiences 
of these places. 
7KLV FUHDWLRQ RI DQ ¶XUEDQ SURGXFW· WKURXJK WKH UHFRQVWUXFWLRQ RI 0DUJDWH DQG
Folkestone as cultural and creative places, can be problematic, however. For Lefebvre 
(1991: 81) it can serve to conceal the social labour through which they originate: 
Products and the circuits they establish (in space) are fetishized and 
VREHFRPHPRUH¶real· than reality itself ³ that is, than productive 
activity itself, which they thus take over. (Lefebvre, 1991: 81) 
There is an inattention to the social and productive labour in the product. For example, 
%HOODUJXHVWKDWWKH¶KRVSLWDOLW\RIIHU·² of food, drink, accommodation etc. ² can 
be a key, though academically undertheorised, part of urban regeneration scripts. Food 
spaces in particular can work as powerful emblems of urban revitalisation, and:  
are increasingly central to urban regeneration and place-promotion 
schemes, woven into the experience economy, and used as markers 
of metropolitanism and cosmopolitanism. (Bell & Binnie, 2005: 79) 
&RPPHUFLDO VSDFHV RI IRRG DQG GULQN FDQ ¶produce forms of hospitality and 
hospitableness between hosts and guests, and between guests and guests· %HOO 
19) and, moreover, operate as sites of distinction and identification. Important labour is 
XQGHUWDNHQ LQ WKHVH ¶WKHDWUHVRI UHJHQHUDWLRQ· S LQ WKHNLQGVRI VSDFHV WKH\ FUHDWH
the food and drink served and social interactions that take place all of which can 
feedback into representations of space via, for example, word-of-mouth, press reports 
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and social media. This is particularly evident in two such spaces in Margate: GB Pizza 
(Figure 20), situated in a prime location on the seafront, would often be one of the 
SODFHVVSRQWDQHRXVO\EURXJKWXSLQFRQYHUVDWLRQE\IULHQGVDQGFROOHDJXHVDV¶H[FLWLQJ·
¶WUHQG\·RURWKHUZLVHHPEOHPDWLFRIWKHUHJHQHUDWLRQRI0DUJDWHPHDQZKLOHDQDWLRQDO
newspaper article describes )RUWV&DIpDVDEOHWRUHFDVWD ¶VKDEE\·SDUWRIWKHVHDIURQW
LQWRDQ¶artsy, creative hang-RXW« like a little VOLFHRIHDVW/RQGRQE\WKHVHD·1D\ORU
2013). Who these spaces are produced for and the implications of what may be viewed 
as a nascent gentrification are discussed in the next Chapter. The point here, however, is 
that while galleries and exhibitions attract much attention from visitors, the media and 
in policy, these can obscure the labour and social relations on which the interpretation 
RISODFHVDV¶FUHDWLYH·LVEXLOW7KLVFDQH[WHQGWRLQFOXGHDKXJHUDQJHRISHRSOHDQGLQ
ERWK ¶FUHDWLYH· DQG QRQ-¶FUHDWLYH· UROHV DQG LQVWLWXWLRQV IURP FXUDWRUV WR LQYLJLODWRUV
café staff and cleaners, all of whose labour can play a constitutive role in creating 
creative places. The following section will highlight the role of visual artists.  
 
Figure 20 Interior of GB Pizza, Margate 
(Source: http://www.wedoofamily.com/perfect-pizza/) 
6.2 Artists Creating Space 
Ley (2003: 2534) suggHVWV WKDW DUWLVWV FDQ EHVWRZ XSRQ SODFHV D ¶VXUIHLW RI PHDQLQJ·
SURYLGLQJ DNLQGRI FXOWXUDO FRQVHFUDWLRQ IRUZKDW/OR\G  WHUPV ¶QHR-ERKHPLD·
7KLV GUDZV RQ D GXUDEOH DVVRFLDWLRQ EHWZHHQ DUWLVWV DQG V\PEROLFDOO\ ULFK ¶FRRO· RU
¶HGJ\· XUEDQ GLVWULFWs. The production of these spaces, Lloyd goes on to suggest, can 
RIWHQ UHO\ RQ DUWLVWV XQGHUWDNLQJ HFRQRPLFDOO\ OLPLWHG PLQRU DFWLYLWLHV WKDW ¶VWLOO
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contribute to the creative ambiance of the neighbourhood, and in doing so increase its 
DWWUDFWLYHQHVV·S167). 
This section will demonstrate how the production and social labour of visual artists in 
Margate and Folkestone are, alongside the key projects outlined above, also creating the 
towns as creative places. It will highlight the ways in which they are implicated in the 
changing material and symbolic properties of place through their work, studios, 
galleries, events and participation in aspects of the various communities within the 
towns.  
6.2.1 Studio spaces 
 
Figure 21 ^ŚĂŶĞZĞĐŽƌĚ ?ƐŐallery/studio on the Old High Street, Folkestone, 2011 
$ SURPLQHQW H[DPSOH RI WKLV LV 6KDQH 5HFRUG·V JDOOHU\VWXGLR WRZDUGV WKH WRS RI
)RONHVWRQH·V 2OG +LJK 6WUHHW 6KDQH KDV KDG SUHPLVHV LQ WKH &UHDWLYH 4XDUWHU VLQFH
2005, and has been in these premises since 2007. At the time of interview the exterior is 
painted a deep blue with his signature in vivid orange over the doorway, though the 
front had previously been a bright yellow (Figure 21). Large windows allow passers-by 
to peer in to see that, across the right-hand and rear walls, there are displayed many 
prints and original oil-paintings, all by Shane, many of them local scenes. Elsewhere, 
there is a custom built stand for his bicycle and two tall glass display cases filled with 
objet, such as his handmade eyeglasses and a collection of vintage telephones. In the left -
hand window Shane hangs his most recently completed piece while the paint dries, and 
behind that his easel is set-up. These are all positioned so that anyone walking past will 
be able to see what he has just finished, and also watch him working at the canvas. At 
night a short film about Shane and the processes he undertakes in his work is projected 
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onto DVFUHHQLQWKHZLQGRZ)RU6KDQHWKHVSDFHLWVHOILV¶O ike a work of art. I love this 
JDOOHU\·'XULQJP\WLPHVRQWKH2OG+LJK6WUHHWLWZDV6KDQH·VJDOOHU\WKDWFRQVLVWHQWO\
attracted the most attention as people browse or just stop to look in the window. 
Indeed, other participants suggest that within the town Shane is probably the most 
visible artist and the one to whom most people are exposed. 
,Q FUHDWLQJ D VLWH IRU WKH FRQVXPSWLRQ DQG SURGXFWLRQ RI KLV ZRUN 6KDQH·V
gallery/studio space helps to produce Folkestone as a cultural place ² the gallery itself 
can be consumed, within various popular and policy discourses around art, culture and 
development. Importantly, the space is a product, and site, of his cultural labour. 
Insofar as his presence is DSURGXFWRI WKH&UHDWLYH)RXQGDWLRQ·V UHJHQHUDWLRQRI WKH
Old High Street his work is co-constitutive of the completion of their strategic aims. 
Shane has made the conscious decision to allow his artistic practice be viewed from the 
street. A few other studios also allow their resident artists to be seen producing work. 
For example, the Harbour Arm Studios in Margate have windows to allow the curious 
to peer in. The individual studios also share a central space that is often open to visitors, 
displaying work and inviting them to visit the artist at work. The shared studios at The 
Stables on Tontine Street in Folkestone similarly invite inquisitive looks through the 
large windows that allow people to see some of the working spaces on the open-plan 
ground floor. 
The increasing provision of studio spaces across Margate and Folkestone represents 
important material and symbolic changes to the towns. In Folkestone many of the 
studios are provided by the Creative Foundation as part of its redevelopment of 
properties in the Old Town Creative Quarter, around the Old High Street and Tontine 
Street, and which most of the artists I spoke to were either current or former tenants of. 
In Folkestone I visited nine studio spaces, only three of which were outside of the Old 
Town. In Margate, which does not have one large provider, I visited ten studios of 
which only one (the Pie Factory) is within the Old Town, with three more in close 
proximity. As such, though there are spaces on the Harbour Arm and above the Pie 
Factory gallery purposed as studios, I found that they were generally distributed across a 
variety of spaces: Roy and Jill work from studios in their respective homes while 
Duncan occupies the rear of a shop. Since our interview, Nick has moved from the Pie 
Factory to establish Hello Print Studio in Resort Studios, a shared space in an old 
industrial building in Cliftonville that he has helped to set-up. Elsewhere I found 
studios located in the sheds and spare rooms of residential properties, above a car 
workshop, and converted from a commercial garage (entering part of this studio I was 
warned about the drop into the still present inspection pit). In both towns, then, studios 
are not always apparent to uninitiated observers, even within cultural districts they are 
often located behind anonymous doors without indication as to what happens beyond. 
As I discuss further in Chapter Eight, maintaining a dedicated studio space was viewed 
as important for many of the artists interviewed. The banal point, then, is that 
availability of studios, or spaces suitable for use as studios, is an important factor in the 
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choice of location for many of the artists who have moved their residence and/or 
studio into Margate or Folkestone. Yet, hidden as they often are from street level 
observation, studio spaces may not appear to be significant in the quotidian creative 
geographies of the town but they can be important sites in establishing and maintaining 
an arts scene and cultural milieu. For the general public they are most visible when 
studios are the site of special events: the opening of Resort Studios in Cliftonville 
attracted 400 people to its opening day celebrations, and the Creative Foundation run 
semi-regular open studio events providing opportunities for visitors, potential 
customers and others (including PhD researchers) to meet the artists and for the artists 
to be seen and expose, and hopefully sell, their work to a broader audience. 
More than this, however, studios can allow for social interactions that lead to expanding 
networks, new work and events. For Nick it plays an important part, alongside other 
institutions, in developing a cultural community: 
,W·VSHRSOHZKRZRUNDWWKH7XUQHUSHRSOHIURPWKHRWKHUVWXGLRV
people who run galleries and stuff and they all kind of interact, you 
know? (Nick, Margate) 
Studios, then, can be viewed as sites not only for the production of art works but also 
important spaces of social labour where networks are produced that extend out into 
other spaces. Indeed, Currid and Williams (2004) note tKDW¶the social milieu plays a key 
role in the production, consumption and valorization of cultural goods · S DQG
suggest that the studio is a key node in this. Furthermore, they link this to the 
construction and branding of place, these sites of social labour being the product of and 
further strengthening the buzz that ¶motivates consumption of cultural goods and 
generates aesthetic and market value· S WKDW FXOWXUH-led development strategies 
seek to exploit. 
6.2.2 Art on the Street 
The White Shed group in Folkestone, which ran from around 2008 to 2012, originated 
from a group of artists who met at while tenants of The Stables. Though formally 
disbanded, this has continued as an informal gathering including ex-White Shed artists, 




3HRSOHVD\¶Did you see this show? It was good. Go up and see it 
EHFDXVHLW·VZRUWKVHHLQJ·. <RXNQRZ"6WXIIOLNHWKDW>«@Sometimes 
we just share gossip. [Laughs] (Nicholette, Folkestone) 
:KLOHWKHJURXSZDVRSHUDWLQJ1LFKROHWWHQRWHGWKDW¶we got together so that we had a 
presence· ZRUNLQJ WRJHWKHU RQ IXQGLQJ DSSOLFDWLRQV H[KLELWLRQV DQG HYHQWV 2QH
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initiative instigated by the White Shed group was the Shared Window scheme which, 
following the example of schemes they had seen elsewhere, used the windows of empty 
shops as gallery spaces for their work: 
We realised that other towns were having pop-up spaces and it was 
TXLWHXVHIXOWRDUWLVWVWRKDYHWKHP7KHUHGLGQ·WVHHPWREHPXFKRI
that happening here so we approached Shepway [District Council] to 
see if we could persuade them that they should be funding some kind 
of shared window scheme. (Deborah, Folkestone) 
Shared Window was taken over by Shepway District Council. SDC rebranded the scheme 
as Hidden Gems and worked with a range of artists to transform empty shop fronts into 
art installations (Figure 22). 
 
 
Figure 22 32 Sandgate Road, before and after. Work by Dave Boughton as parƚŽĨ^ŚĞƉǁĂǇŝƐƚƌŝĐƚŽƵŶĐŝů ?Ɛ
Hidden Gems (Source: shepwayshiddengems.org) 
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This offers an example of how art and artists can materially alter the built environment 
and extend their reach from galleries to reach a wider audience. Similarly moving 
beyond the traditional gallery environment, artists Clare Pattinson and Polly High ran 
Make Your Mark In the run-XS WR &KULVWPDV  D FRPPXQLW\ HYHQW DW WKH ¶LQODQG
SLHU·SRS-up space Poportunity RQ0DUJDWH·V+LJK6WUHHW$ORQJVLGHLOOXVWUDWLRQVE\&ODUH
in the theme of The Twelve Days of Christmas, members of the public were invited, over 
twelve days, to draw on large pieces of paper while a time-lapse recording was made.4 
Speaking to Clare and Polly, they noted that over the first weekend they had around 100 
people participating during the day: from babies making hand prints to OAPs. They 
were particularly excited by the mixture of people they had met and by the prospect of 
bringing participants back together at screenings. The event relied upon funding and 
donations from the Margate Town Team and two local art supply stores. 
Both these initiatives present examples of how artists, and the networks they can draw 
upon for labour and other resources, can help to produce creative towns through events 
and material changes to spaces outside traditional gallery settings. 
6.2.3 Exhibitions / Galleries 
Within dedicated art spaces, local artists play an important role as they host, organise 
and participate in exhibitions. Indeed, all respondents had previously exhibited in 
galleries in the towns, many having also organised group shows. These range from 
weekend hires of the tiny Parade Gallery in Margate, to two-week long exhibitions at 
the prominent and long-established George House at the top of the Old High Street in 
Folkestone. Having a range of shows around the various galleries in these towns adds to 
their production as cultural places, and while galleries do not rely solely on local artists 
they do constitute an important part of who hires these spaces.  
Respondents took on broader roles than just producing work for exhibition. Pat, while 
in her studio on the Harbour Arm in Margate, played a key role in organising the 
Harbour Arm Gallery. She was enthusiastic about it making a different offer to the 




heard anyone say ¶Oh, that was a rubbish show·. But what they do 
say when they come over here ¶The stuff in your gallery is better than 
in the Turner·. [Laughs@$QGWKDW·VDFHUWDLQW\SHRISHUVRQDQGWKDW·V
EHFDXVHLW·VDFFHVVLEOH,WGRHVQ·WPHDQWKDWLW·VSRRUDUWRUWKDWLW·V
VLPSOH,W·VMXVWVRPHWKLQJDERXWVWXIIWKDWJRHVLQWKHUHLVIUHVKDQG
                                                   




Pat, then, has undertaken an important (and unpaid) roles in curating and running a 
gallery that, thanks to its location next to the Turner Contemporary, can be viewed a 
key part of the WRZQ·VFXOWXUDORIIHU6LPLODUO\Whe 2011 Triennial inspired many fringe 
events organised under (at least) four different names: Folkestone Fringe, Folkestone 
Fringe Festival, Folkestone Fringe and Inferential Grin. What began as a small number 
of projects for the first Triennial in 2008 became a much larger series of events 
happening on the street, in galleries, homes and studios of participating artists. 
Moreover, fringe events were able to attract other artists from across the UK: 
There were people coming in from outside specifically to do Fringe 
events which is great. Things like the Royal College of Art took over 
several spaces. There were women there from either Manchester 
from Birmingham also in the Cube doing performance and all kinds 
of things. It was great that it pulled in people from elsewhere. (Helen, 
Folkestone) 
This concentration of artistic activity represents a way in which Folkestone can be 
UHLPDJLQHGDV D ¶FUHDWLYH· WRZQ ,PSRUWDQWO\ LWZDV UHOLDQWRQ WKH ODERXURI LQGLYLGXDO
artists outside of the key cultural project. Diane was integral in organising parts of the 
official Triennial Fringe series and is quite clear that she hopes to:  
FUHDWHDVSDFHZKHUHSHRSOHZLOOHQJDJHZLWKVRPHWKLQJWKH\·YHQHYHU
HQJDJHGZLWK«FRPSOHWHO\>change] their usual environment. (Diane, 
Folkestone) 
$VVXFKDUWLVWV·ODERXULVLPSRUWDQWQRWRQO\LQWKHZRUNSURGXFHGIRUJDOOHULHVEXWDOVR
the time and effort they expend organising, invigilating and otherwise running 
exhibitions ² both their own and for others. 
6.3 A New Cultural Landscape? 
7KLV &KDSWHU KDV VKRZQ WKDW LQ NHHSLQJ ZLWK VWUDWHJLHV WR VHFXUH D ¶SRVW-LQGXVWULDO·
future informed by the rhetoric of the culture-led regeneration of coastal towns 
.HQQHOO6PLWK:DOWRQDQG¶FUHDWLYHFLWLHV·)ORULGD/DQGU\
2000), Margate and Folkestone are being materially and symbolically recreated. Yet, 
ZKLOH WKH DWWHQWLRQ RI 0DUJDWH DQG )RONHVWRQH·V FXOWXUDO SROLFLHV PLJKW IRFXV RQ key 
projects RU D JHQHUDO GHVFULSWLRQ RI WKH WRZQV EHFRPLQJ PRUH ¶FUHDWLYH· SODFHV WKLV
CKDSWHUKDVGHPRQVWUDWHGWKDWDUWLVWV·ODERXUSOD\VDQLPSRUWDQWSDUWLISURGXFLQJWKHVH
kinds of spaces. Moreover, despite the material differences in the policy, 
LPSOHPHQWDWLRQDQGIXQGLQJIUDPHZRUNVRIHDFKWRZQ·VFXOWXUH-led regeneration, artists 
appear to fulfil broadly similar roles in the two towns. They occupy studios, produce art 
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on the street, and host the exhibitions and create works that fill the galleries. The 
visibility of art and artists contribute to the changing symbolic properties of place,  
producing Margate and Folkestone as cool, arty and desirable spaces through a material 
change to the textures of place. The effects are reflected, and amplified, in press 
coverage of the towns: for example, The Times places Folkestone at number 5 in its list 
of The 30 Coolest Places to Live in Britain thanks to the artists of the Creative Quarter 
(Bloomfield, 2013). Margate was deemed one of Rough Guide·s ¶0XVW VHH·GHVWLQDWLRQV
IRU  WKH RQO\ RQH LQ WKH 8. GXH WR WKH 7XUQHU &RQWHPSRUDU\ DQG ¶the 
proliferation of other indie art spaces·7LP&KHVWHUTXRWHGLQ-RQHV0DUJDWHLQ
particular, was subject to a rash of media coverage over the summer of 2013 focussing 
RQ WKH WRZQ·V ¶UHPDUNDEOH WUDQVIRUPDWLRQ· *RJDUW\  VHH DOVR $LWFK 
Pomery, 2013; Waites, 2013). The desirability of the presence of artists is echoed by a 
respondent who had also previously worked for a local estate agent:  
When I was working for [name of agents] ,·GSLFNXSDSKRQH
RFFDVLRQDOO\DQGHYHQWKHQ,·GKHDUSHRSOHVaying that Margate is the 
QH[WSODFH,·YHKHDUGSHRSOHKHUHVD\LQJWKDWWKH\·UHPRYLQJWRWKLVDUHD
because of the art scene. Nothing more, nothing less. (Duncan, Margate, 
emphasis added) 
The key projects and the labour of artists, amongst others, may be viewed then as 
DFKLHYLQJ DNH\ DLPRI FXOWXUDO UHJHQHUDWLRQ ¶culturally ´UHFKDUJ>LQJ@µ the surrounding 
urban space, reintroducing that space back into a wider market of urban- dwellers, 
tourists and inveVWRUV· 0RPPDDV   As a group with high cultural capital, 
DUWLVWV EHVWRZ D ¶VXUIHLW RI PHDQLQJ· /H\   WKDW SURYLGHV FXOWXUDO
consecration to the spaces they inhabit, drawing on bohemian mythology and the 
durable association between artists, and symbolically rich, ¶FRRO·RU¶HGJ\·XUEDQGLVWULFWV
/OR\G  7KHLU SUHVHQFH WKHQ KDV FRPH WR EH XQGHUVWRRG DV ¶D FDWDO\VW IRU
QHLJKERXUKRRGWUDQVLWLRQ·%ULGJHFRQYHUWLQJ¶XUEDQGLODSLGDWLRQLQWRXOWUD
FKLF·6PLWKThis Chapter has demonstrated ways in which this is occurring: 
policy and media representations of the towns as arty, cultural and creative places frame 
perceptions that have a substantive effect on the lived experience of living and working 
in, and visiting Margate and Folkestone. 
However, critiques of culture-led urban strategies suggest that the instrumental uses of 
culture operate as a veneer to overarching economic rationales (Harvey, 1994) wherein 
the aim is to produce a space compliant with the demands of capital accumulation, to 
FUHDWH ¶a landscape of profitability rather than unprofitability · +HUod, 2003: 116). Art 
DQGFXOWXUHDUHYDULRXVO\GHSOR\HGDVDQ¶HQWUHSUHQHXULDODVVHW·LQWKHGLVFRXUVHVRIFLW\
boosterism (Bridge, 2006: 1966; Lloyd, 2010; cf. Florida, 2002; Landry, 2000) while, in 
more critical accounts, are also viewed as providing a distraction from the contested 
nature of many urban interventions (Deutsche & Ryan, 1984; Matthews, 2010; Peck, 
2005). Two important sets of issues are raised by this. The following Chapter will 
TXHVWLRQ ZKR WKHVH VSDFHV DUH EHLQJ SURGXFHG IRU VXJJHVWLQJ WKDW DUWLVWV· ODERXU LV
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necessarily implicated in gentrifying spatial processes that leaves them, and others, 
economically and aesthetically vulnerable to marginalisation and displacement. The 
second set of questions, discussed in Chapters Eight and Nine, will explore the 
conditions of labour for these artists whose work concomitant with the spatial and 
symbolic restructuring and regeneration of Margate and Folkestone and their 
production as creative towns. 
7 ƌĞĂƚŝǀĞdŽǁŶƐ P&ŽƌƌĞĂƚŝǀĞWĞŽƉůĞ ?
The previous Chapter explored how Margate and Folkestone are being produced as 
creative spaces through strategies that stem from modish discourses of culture-led 
UHJHQHUDWLRQ DQG WKH LGHD RI WKH ¶FUHDWLYH FLW\· $V GLVFXVVHG LQ &KDSWHU 7KUHH VXFK
WKLQNLQJ KDV DWWUDFWHG VRPH VWULGHQW FULWLTXHV VXJJHVWLQJ LW LV HPEHGGHG LQ ¶H[WDQW
´QHROLEHUDOµ GHYHORSPHQW DJHQGDV Iramed around interurban competition, 
gentrification, middle-class consumption and place-PDUNHWLQJ· 3HFN   $V
VXFK ZKLOH WKH FUHDWLYH FLW\ SURSRVHV D YLVLRQ RI LPSURYLQJ ¶TXDOLW\ RI OLIH· WKURXJK
cultural initiatives that will promote social justice, cohesion and economic growth, their 
GLVWULEXWLRQDORXWFRPHVDUHPRUHOLNHO\WREH¶QRWORJLFDOO\RUSUDFWLFDOO\SURJUHVVLYHLQ
IDFW WKH\ DUH PRVW OLNHO\ WR EH UHJUHVVLYH· 3UDWW   'HVSLWH WKH H[LVWHQFH RI
academic critique, Lees suggests that the policy language used in relation to culture-led 
UHJHQHUDWLRQLVDEOHWRFRQVLVWHQWO\GHIOHFW¶criticism and resistance· 
Terms like urban renaissance, urban revitalisation, urban re-generation 
DQGXUEDQVXVWDLQDELOLW\DUHXVHG«DYRLGLQJWKHFODss constitution of 
the processes involved and neutralising the negative image that the 
process of gentrification brings with it. (Lees, 2008: 2452) 
The purpose of this Chapter, then, is to concentrate on the contestable spatial 
outcomes, class politics and social relations of the culture-led regeneration strategies of 
Margate and Folkestone and in which artists are implicated, asking for whom are these 
spaces being produced.  
This Chapter will first explore the symbolic and material properties of place that attract 
artists to Margate and Folkestone. It will suggest that artists, through the spaces they 
valorise and help produce, may differ from other local groups and, as such, highlight the 
GLVWLQFWLRQ EHWZHHQ ¶FUHDWLYH· DQG ¶XQFUHDWLYH· SRSXODWLRQV ZLWKLQ Whe towns, 
GHPRQVWUDWLQJWKDWWKHVHXUEDQLQWHUYHQWLRQVPD\LJQRUHDQGPDUJLQDOLVH¶QRQ-FXOWXUDO·
populations in their planning, execution and outcomes. Further sections will shift focus 
back to local artists, pointing out the ways that culture-led urban policy may utilise 
DUWLVWV· ODERXU LQ WKHSURGXFWLRQRI VSDFHEXWQRWQHFHVVDULO\SURGXFH VSDFHV for them. 
The Chapter note that they may be viewed as excluded from the most prominent 
cultural interventions ² that is, the Turner Contemporary and Folkestone 
Triennial/Artworks ² and how creative strategies may have a transformative effect on 
the towns that may erode desirable properties of place and result in their eventual 
displacement from the cultural spaces they helped produce. 
7.1 What are the Attractions of Margate and Folkestone for Artists? 
In recent times, Margate and Folkestone both appear to suffer from negative images 
that have played a part in how some respondents perceive the towns. Jill grew up 
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around Thanet, living in the area until 1986 when she went to nursing college at age 
eighteen. She noted that: 
I used to be quite repelled by Margate and find it disgusting, dirty, a 
filthy place. (Jill, Margate) 
For Diane, who grew up in south-east London, Folkestone was the destination for 
daytrips with friends but left a lasting negative impression: 
we used to come down [to Folkestone] and get chased back on the train 
by people wanting to kick the living shit out of us because we were 
from London. So my understanding of these places was not 
somewhere that I wanted to move to >«@ we came and sat on the 
beach here and [my partner] was like ¶<RX·UHWHOOLQJPH\RXGRQ·WZDQW
to live here?· And I was like ¶1R,·PQRWIXFNLQJPRYLQJWR
Folkestone·. (Diane, Folkestone) 
These quotes reflect not only personal experiences but also popular representations of 
the towns as beset by economic and social problems (Ellison, 2012; Lees & McKiernan, 
2013; Smith, 2012; see also Section 7.2, below, for further discussion). Yet, despite such 
associations, eighty percent of respondents had moved to Margate or Folkestone to live 
or work. A common, though not universal, reason for their choice of location was a 
UHMHFWLRQRIHVWDEOLVKHG¶FUHDWLYH·ORFDOHVHJ/RQGRQRU%ULJKWRQDQGDQDWWUDFWLRQWR
WKH¶UDZQHVV·RI0DUJDWHDQG)RONHVWRQH)RUH[DPSOH 
,PRYHGKHUHIRXU\HDUVDJR>«@$QG,·PQRZin touch with a lot of 
DUWLVWVWKDWKDYHGRQHMXVWWKHVDPHDVPH<RXNQRZWKH\GLGQ·W
ZDQWWRJRWR%ULJKWRQZKHUHLW·VHVWDEOLVKHG>«@WKHNLQGRIUDZQHVV
of Folkestone [is] quite interesting. (Nicholette, Folkestone) 
$V¶UDZ·SODFHVWKHWRZQVSUHVHQW themselves as capable of being refined and produced 
LQZD\VWKDWUHIOHFWDUWLVWV·WDVWHVDQGLQWHUHVWV)RU&ODLUH ¶SRWHQWLDO· LV LPSRUWDQWDV LW
means there is: 
SRVVLELOLW\DQG,WKLQNDUWLVWVUHDOO\IHHGLQWRWKDW:KHQVRPHWKLQJ·V
perfect and the status quo is as LVWKHUH·VQRURRPIRUFKDQJH>«@
these places are grand. They had a wonderful legacy, really and 
WKHUH·VSRWHQWLDOWKHUH7KHEXLOGLQJVDUHWKHUHWKHVWUXFWXUH·VWKHUH
LW·VMXVWWKHLQIUDVWUXFWXUH·VQRWWKHUHDWWKHPRPHQW (Claire, Margate) 
Empty buildings are one such site of potentiality (Landry, 2000; Mommaas, 2004), as 
such spaces become obsolete in function or use-value they may be viewed as ready for 
UHDSSURSULDWLRQ DV WKH\ SUHVHQW ¶distinct possibilities for practices of innovation and 
playful intervention· *URWK 	 &RULMQ   $QWKRQ\ GHFULHV WKH YDFDQW VKRSV
around Margate and wishes that landlords would let them be taken over cheaply for use 
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DV¶JDOOHULHVRUVWXGLRV·DQGJRHVRQWRVXJJHVWWKDWRSHQLQJDVWXGLRJDOOHU\Dnd café is 
ZKDWKH·G OLNH WRGR LW·V ¶DSRVVLELOLW\·7KLVSRVVLELOLW\KDVEHHQ DFWHGXSRQE\1LFN
with the opening of Hello Print Studios in Margate, and by Nicholette, John and Helen 
in their shared studio space above a garage in Folkestone.  
Duncan, a SKRWRJUDSKHUZLWKDVWXGLRLQ0DUJDWHDOVRVHHWKH¶potential for a lot more 
space·WREHWDNHQRYHUE\DUWLVWVDQGRWKHUFXOWXUDOZRUNHUV . While this potential may be 
XQWDSSHGKHVXJJHVWVWKDWWKHWRZQRIIHUV¶a chance to do what they want pretty much·
as LWLV¶MXVWDWDVWDJHQRZZKHUHLW·VQRWSROLVKHGEXWWKHUH·VWKLQJVKDSSHQLQJ>so] you 
FDQ WU\ VWXII RXW >«@ ZLWK D ELW RI VSDFH >away] from the gallery VFHQH LQ /RQGRQ·
5DWKHUWKDQZRUNLQJZLWK¶HVWDEOLVKHG·SODFHVZKHUHWKH¶VWDWXVTXR·SUHYDLOV WKHre is a 
stated desire to be in a place where it is understood to be possible to operate more 
autonomously; as Matt noted: 
I wanted to do it my way, independently. I wanted autonomy. And 
Folkestone gave me that. It was a lawless place, like a principality [«@
nothing was established, it was completely open. (Matt, Folkestone) 
For many respondents, having autonomy is a key part of their work (see Chapter 9) and, 
DVWKHVHTXRWHVGHPRQVWUDWHE\ZRUNLQJDV¶SLRQHHUV·ZKRDUH¶EUDYHO\VHWWLQJXSDKHDG
of the audience· (Roger De Haan quoted in Ewbank, 2011: 51), they understand 
Folkestone and Margate as offering a space in which they can operate more 
LQGHSHQGHQWO\5HVSRQGHQWVWKHQPD\EHYLHZHGDVIROORZLQJLQWKH¶P\WKLFWUDGLWLRQ·
of bohemia (Lloyd, 2010: 12), attracted by and engaging with distinctive urban districts, 
ZKHUH QHLJKERXUKRRG GHFD\ DQG EHLQJ ¶RQ WKH HGJH· FDQ EH UH-represented as future 
potential, and as a means of identifying artists working beyond established or 
conventional places and practices. 
7KH FXOWXUDO VWUDWHJLHV SXUVXHG E\ WKH WRZQV DOVR IHDWXUHG LQ PDQ\ UHVSRQGHQWV·
discussions of what makes Margate and Folkestone attractive to live and work in. 
Respondents in Margate valued the opening of the Turner Contemporary for the other 
activities it has spawned, and the excitement and sense of optimism that foment in the 
cultural sector. Duncan points to the increasing numbers of cultural workers who are 
being drawn to the town by the Turner Contemporary, and the motivation that affords 
his own practice: 




For Pat, as the opening approached, it prompted her, and other people, into action: 
everything was really building up with Turner and that kind of thing. 
So I just got involved in all sorts of things, as people do, you know? 
(Pat, Margate) 
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This is echoed by Nick: 
[The Turner Contemporary is@QRWDJXDUDQWHHRIVXFFHVVEXWLW·VERXQG
WRDWWUDFWRWKHUDUWLVWVWRWKHDUHD$QGWKHUH·VMXVWDORWRISRVLWLYH
energy going around and lots of projects being set up and stuff.  
(Nick, Margate) 
Consequently, while the Turner Contemporary may be understood as a site of cultural 
consumption, for these respondents it has also stimulated the development of a 
productive milieu. Indeed, to build capacity in the cultural sector, it is also possible to 
point to employment initiatives undertaken by the gallery, even from before it opened, 
offering training, skill-development and educational opportunities for local people:  
WKHUH·UH VRPHSHRSOHZKRKDYH«KDYHJRWRQWKDWODGGHUIURP
working with the Turner that I know >«@ And for a lot of people 
that was a really good step to get in to further education or to get 
jobs where you work in community projects and things like that. 
(Jill, Margate) 
These quotes perhaps point to progress in the aims established in the 2008 Margate 
Renewal Study (Shared IntelliJHQFH D  7KLV VWXG\ GHVFULEHG KRZ D ¶ZHOO-
GHYHORSHGFUHDWLYH VHFWRU· FDQEHHQFRXUDJHGDQGEXLOt XSRQ ¶the development of the 
Turner Contemporary·ZLWKWKHDLPRIWXUQLQJWKHWRZQ ¶into a hub for cultural events, 
artistic goods and creative production· 
In Folkestone, the regeneration scheme run by the Creative Foundation works on the 
assumption that aUWLVWVDQG¶FUHDWLYHV·will ¶NLFN-staUWWKHUHJHQHUDWLRQSURFHVV·(ZEDQN
2011: 27), the objective being to attract a critical mass of ¶SLRQHHUV· who will be 
¶VXIILFLHQWWRDWWUDFWSULYDWH LQYHVWRUVWRPRYHLQWRWKHDUHD·S . As in Margate, the 
&UHDWLYH )RXQGDWLRQ·V ZRUN KDV KHOSHG FUHDWH D ¶EX]]· IRU DUWLVWV· LQ WKH WRZQ :KHQ




attracted me and attracted a lot of people here was the Triennial of course ·. Indeed, 
respondents were generally positive about the impact of the Triennial as it acted as a 
spur to further cultural activity in, for example, the various fringe events. One 
respondent, Helen, felt the way the fringe festival grew from a small addition to the 
7ULHQQLDOLQWRVRPHWKLQJPXFKELJJHUZDV¶DPD]LQJ·JRLQJRQWRQRWHWKDWWKH7ULHQQLDO
HQJHQGHUHGIHHOLQJVRISULGHWKDW¶LW·VKHUH·LQ)RONHVWRQH)RU'iane, the opportunities 
afforded by the fringe events ² and, by extension, the Triennial ² had made Folkestone 
DUHDOLVWLFVLWHIRUDFDUHHULQWKHDUWVDV¶WKHH[SHULHQFH,·YHJDLQHGDVDUHFHQWJUDGXDWH
has been absolutely invaluable· DQG VKH suggests, would have been difficult to obtain 
elsewhere. The Triennial, then, was a key part in in changing her mind about the 
negative connotations she had of the town which she visited when younger.  
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These quotes suggest that the representations of space afford by urban policy 
interventions have been successful in projecting the towns as spaces for artists: as places 
WKDW DUH RU ZLOO EHFRPH ¶FUHDWLYH· 3ROLFLHV KDYH KHOSHG WR FUHDWH D VRFLDO PLOLHX LQ
ZKLFKWKHUHLVH[FLWHPHQWDW ¶EHLQJWKHUH·&XUULG	Williams, 2009: 428), where artists 
UHVSRQG WR VRFLDO DQG FXOWXUDO FXHV RI WKH ¶EX]]· H[FLWHPHQW DQG HQHUJ\ RI WKHVH
¶FUHDWLYH·WRZQVZKLOHDOVREHLQJSDUWRILWVUHSURGXFWLRQVHHWKHSUHYLRXV&KDSWHURQ
how artists help to produce Margate and Folkestone as creative places). 
There were also more prosaic attractions rooted in the economic, familial and social 
pressures of the present. These towns offer substantial properties for, comparatively, 
very little money ² a concern for individuals whose employment may not produce much 




two-bed flat with amazing views. (Duncan, Margate) 
Similarly, while Nick identifies the Turner Contemporary as having an influence on his 
GHFLVLRQWRORFDWHLQ0DUJDWHWKH¶PDLQUHDVRQZDVRQDSHUVRQDOQRWHWRVWDUWDIDPLO\
DQG EX\ D KRXVH· 7KLV LV HFKRHd by Anette who was drawn to Folkestone not only 
EHFDXVHRIWKH&UHDWLYH)RXQGDWLRQ·VZRUNEXW DOVRIRU LWVGHVLUDELOLW\DVD ORFDWLRQWR
bring up her daughter, with decent schools and away from the social problems 
associated with inner-FLW\OLYLQJZKHUH¶6RPHRQHZDVPXUGHUHGRQRXUEXV«LWMXVWJRW
too much·7KLVPRYHKDGWKHDGGHGDGYDQWDJHRIDOORZLQJKHUWRPRYHIURPDVKDUHG
studio to her own space, something she would not have been able to afford back in 
London. Richard was the most frank about the attractive economics of living in 
Folkestone: 




There were multiple factors, then, encouraging the (re-)location of artists from larger 
FLWLHV WR 0DUJDWH DQG )RONHVWRQH WKHUH·V WKH DWWUDFWLRQ RI ¶EHLQJ WKHUH· DPRQJVW WKH
buzz of a developing cultural mLOLHXRIEHLQJSUHVHQWHGZLWKDQ¶XQILQLVKHG·VSDFHZLWK
the potential to be recreated in their taste; property is cheaper for studios and housing; 
DQGWKHUHFDQEHEHQHILWVIRULQGLYLGXDO·VTXDOLW\RIOLIH 
From this we can conclude that policy and urban interventions have produced 
representations of space that have proven attractive in some ways. They provide a 
symbolic, aspirational grounding for the towns as (becoming) creative and, therefore, a 
place to be creative. However, these are not enough and intersect with the quotidian 
concerns of living and working somewhere affordable and, in a couple of cases, places 
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where artists might wish to bring up their children. Herod argues that, given the 
spatiality of labour, and its self-reproduction: 
it becomes clear that workers are likely to want to shape the 
economic landscape in ways that facilitate this self-reproduction 
(Herod, 2001: 6 quoted in Castree, 2007: 855) 
The examples above demonstrate a pattern of self-reproduction of artistic space, a 
dialectic between symbolic and economic rationales. Such a perspective highlights the 
SHUVLVWHQFHRIDERKHPLDQP\WKRORJ\WKDWLQIRUPV¶WKHWUDGLWLRQVRIWKHDUWLVWLQWKHFLW\
shaped both by material exigencies and by cultural identifications, create a blueprint  for 
FRQWHPSRUDU\ DFWLRQ· /OR\G   7KDW LV 0DUJDWH DQG )RONHVWRQH RIIHU FKHDS
OLYLQJDORQJZLWKWKHDOOXUHRIDJURZLQJPLOLHXRI¶FUHDWLYHV·DQGFXOWXUDODPHQLWLHV7KLV
LVDXJPHQWHGE\ZKDWVRPHVSRNHRIDVWKH¶UDZ·VWDWHRIWKHWRZQVZKLFK they viewed 
DV RIIHULQJ WKH SRWHQWLDO IRU WUDQVIRUPDWLRQ 7KH IDFWRUV FRPELQH WR SURYLGH ¶ERWK
PDWHULDODQGV\PEROLFVXSSRUWVIRUWKHSO\LQJRIVXFKDQXQFHUWDLQWUDGH·S 
Artists also shape the geographies of these towns through their labour. Castree (2007: 
 QRWHV ¶this capacity can have important consequences not only for workers 
themselves but for other actors also· $V DUWLVWV DVVXPH WKH UROH RI ¶SLRQHHUV· RU
¶FRORQLVHUV·/HHV	0HOKXLVK6PLWKWKH\KHOSWRHVWDEOLVKDQGUHSURGXFe 
NLQGV RI XUEDQ VSDFH UHVRQDQW ZLWK VSHFLILF SDWWHUQV RI ¶FUHDWLYH· H[SHULHQFH
consumption and aesthetics. As such, the following sections will look at the ways the 
SURGXFWLRQ RI ¶FUHDWLYH· VSDFHV ² ZKLFK DUWLVWV· ODERXU LV LPSOLFDWHG LQ DQG FRPSOLFLW
with ² PD\IRPHQWGLYLVLRQVEHWZHHQ¶FUHDWLYH·DQG¶XQFUHDWLYH·SRSXODWLRQV  
7.2  ‘ƌĞĂƚŝǀĞ ?ĂŶĚ ‘hŶĐƌĞĂƚŝǀĞ ?DĂƌŐĂƚĞĂŶĚ&ŽůŬĞƐƚŽŶĞ 
The previous Chapter described the opening day celebrations of Turner Contemporary 
and a visit around the Folkestone Triennial, before focussing on how artists are creating 
0DUJDWHDQG)RONHVWRQHDV¶FUHDWLYH·RU¶FXOWXUDO·VSDFHV7KHVHDUHKRZHYHUYHU\PXFK
partial descriptions of Margate and Folkestone. Parts of these towns, as discussed in 
Chapter One, are among some of the most deprived in the country, featuring areas of 
high multiple deprivation (CSJ, 2013; ONS, 2011). 
0DUJDWH LQ SDUWLFXODU SUHVHQWV D VKDUS GLVWLQFWLRQ EHWZHHQ ¶FUHDWLYH· DQG ¶XQFUHDWLYH·
areas which is materially reflected in the dilapidation of the built environment where 
increasing numbers of properties stand vacant and/or neglected as one moves further 
from its creative centre (cf. Figure 23 and Figure 24). In the Old Town, and its 
immediate surroundings, a pizza restaurant on the sea front revels in tropes of the 
gentrification aesthetic of bare brick walls and chalkboard menu, and is proclaimed 
¶FUHDWLYHO\DXWKHQWLF·2·%ULHQ7KHUHDUHVPDOOJDOOHULHVDQGDFDIpVSHFLDOLVLQJLQ
cupcakes owned by the same people who run the upmarket kitchenware shop next 
door, while an expensive vintage clothing boutique and a loose-leaf tea shop all stand in 
close proximity to the David Chipperfield-designed Turner Contemporary gallery 
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ZKRVH¶DJJUHVVLYH DQGWKUHDWHQLQJ· EXONVXJJHVWV DGHFLVLRQWR¶LPSRVHUHJLPHFKDQJH·
(Sewell, 2011). The whole area is geared to middle-class tastes, consumption styles and 
EXGJHW DQGFDQYLHZHGDV ¶HQWDLOLQJQHZSDWWHUQVRI VRFLDO VHJUHJDWLRQ· :DUGH
225) as it stands in stark contrast to elsewhere in the town.  
 
Figure 23 People outside cafés in Margate Old Town, 2011 
  
Figure 24 Margate High Street, 2012 (Left) and a row of empty shops in an arcade off the High Street, 2012 (Right) 
From the Old Town Creative Quarter it is a very short walk to the bottom of the High 
Street. Following this up and away from the sea leads to the pedestrianised centre, of 
ZKDW RQH VXSSRVHV PXVW EH 0DUJDWH·V ¶XQFUHDWLYH TXDUWHU· ,Q  LW KDG WKH WKLUG 
highest vacancy rate (over 30%) for commercial properties in the UK (Straus, 2013), 
and those that remain ² charity, discount and mobile phone accessory shops ² display a 
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very different aesthetic to the Old Town at the bottom of the hill. This is described in a 
fieldnote: 
I have some lunch in Harbour Café. 7KHUH·V Exposed brickwork, 
carefully mismatching tables, a vintage Winchester sofa, and easy 
OLVWHQLQJV¶VYRFDOMD]]LVSOD\LQJ0RUHSHRSOHFRPHLQD
group of six 50-60 year olds who are decentO\PLGGOHFODVVWKH\·UH
talking Telegraph [a middle-class, right of centre, UK newspaper] 
politics on benefits) >«@ I then make the short walk across the 
¶3LD]]D· and up the High Street. Thoughts of a regenerating Margate 
disappear as one moves further from the sea. I notice that Burtons, 
one of the few remaining national chains in the town, is closing 
down. Fabric tote bags become plastic carrier bags, the coats are 
shabbier, less stylish, garish or a combination of all three. It becomes 
the Margate derided in the press: empty shops, the poor (a young 
mother complains loudly about the price of trainers for her children 
to a friend, also with a baby). The High Street looks and feels rough 
here, amongst the empty, phone and charity shops. An old fella sees 
an acquaintance and loudly proclaims his desire to leave for 
somewhere better: ´7XQEULGJH:HOOV [a nearby affluent town] here I 
FRPH$RQHZD\WLFNHWµ (Fieldnote 2013 01 09) 
The walk takes only a few minutes but shifts one between starkly different urban 




and people are really flocking doZQWKHUH>«@EXWLW·VMXVWWKDWOLWWOH
DUHDZKHUHLWDOOVRUWRIWKULYHV%XWEH\RQGWKDWLW·VMXVWD«D
wilderness. (Anthony, Margate) 
,QGHHG0DUJDWHVWLOOILJXUHVDVDE\ZRUGIRUXQGHVLUDEOHRU ¶QDII·GHVWLQDWLRQVHDUO\ LQ
2013 Easyjet ran a campaign for its budget flights by prompting people to head to 
¶0DODJDQRW0DUJDWH·VHHFigure 25; Brown, 2013). Moreover, it has come to be known 
DV D ¶GXPSLQJ JURXQG· &6- 2013; Philips, 2011) for economically and socially 
disadvantaged groups.  
During my visits, Folkestone has never felt quite as bleak as Margate. Sandgate Road (its 
main shopping street) still has a large department store and a bustling market on 
Saturdays, while adjoining it is a recent development incorporating a large supermarket, 
popular clothes retailers and multi-story car parking. Along the seafront what had been 
a toll road connecting the harbour with Sandgate to the west was developed into the 
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well-liked and popular Coastal Park with attractive landscaping, a performance area and 
adventure playground. 
 
Figure 25  ‘dŚŝƐǇĞĂƌĞŶĚƵƉŝŶDĂůĂŐĂ ?ŶŽƚDĂƌŐĂƚĞ ? PĂƐǇ:ĞƚĂĚǀĞƌƚŽŶƚŚĞƚƌĂŝŶĨƌŽŵ>ŽŶĚŽŶ^ƚ ?WĂŶĐƌĂƐƚŽ
Margate, 2013 
  
Figure 26 Site of the Rotunda (Left) and the Harbour Lookout Tower (Right), Folkestone, 2011 
There are, however, areas of dilapidation. Along the coast from the park, toward the 
more deprived east of the town, is an expanse of tarmac that is the now vacant site of 
the former Rotunda amusements. Continuing you come to some squat warehousing and 
then to the now partially derelict harbour buildings and harbour train station (Figure 
26). Following the road north, around the harbour situated between the 1970s, ship-like 
Grand Burstin Hotel and the disused rail bridge, you come to the bottom of the Old 
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High Street where it meets Tontine Street, the WZR URDGV WKDW FRQVWLWXWH)RONHVWRQH·V
Creative Quarter. In 2004, a reporter for The Independent newspaper visited Tontine 
Street to view the street very early on a Saturday morning as the two nightclubs then in 
operation closed: 
At 2.15am yesterday in Tontine Street in the centre of Folkestone, 
Kent, PC Harper was on the front line of Operation Kibosh, the 
newly launched nationwide police crackdown on binge-drinking and 
associated yobbery, aimed at making town and city centres more 
civilised places. Seventy- seven sites have been targeted, and local 
authorities are also being enlisted to work towards closing down 
pUHPLVHVWKDWFDXVHWURXEOH« 
A short, squat man, with a bloody smear across his nose, having 
stood staring fixedly at the police car for several minutes, has 
advanced towards it, making menacing noises. Big Kev the Karaoke 
man ² ´,·PWKHRQO\VREHUPDQKHUH,QHYHUGULQNPHµ² drags him 
away. 
With that, PC Harper drives off, leaving Tontine Street to the 
seagulls, pecking greedily at discarded takeaway cartons. And the 
puddles of vomit. (Kirby, 2004) 
This represents a particular image of Tontine Street as a drunken, unpleasant place and 
coincides with similar stories and responses to the area. Speaking with a resident who 
had been brought up in a Folkestone I was told the (possibly apocryphal) story of the 
dentist on Tontine Street who would always open on Saturday and Sunday mornings to 
deal with the (many) broken and missing teeth from the altercations of the previous 
night. 
For some respondents, then, there was a strong belief that cultural regeneration had 
been a boon and that the increased prominence afforded to the arts, and creativity more 
generally, was positive. Speaking about Tontine Street, Helen suggested that artists: 
were changing the feel of the street. It was just an improvement. Just 
an absolute, practical improvement of people there being active and 
productive and creating a presence down there. 
Yet, while the built environment in the area has changed through the work of the 
Creative Foundation this image remains somewhat more difficult to alter. Anette, who 
moved to the town from London in 2007, described how the Old High and Tontine 
Streets split the more affluent west Folkestone from the poorer east and how this 
played into the advice she received when relocating to the area: 
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Everyone would say ¶You must not live in east Folkestone, you just 
cannot look at anything in east Folkestone or north of the 
motorway·/LYLQJLQ/RQGRQRQWKHVDPHVWUHHW\RX·YHJRWORYHO\
houses, council hRXVHVHYHU\WKLQJLQEHWZHHQDQG\RX·UHXVHGWR
everyone just living together. So we thought that was complete 
QRQVHQVHEXW\RXILQGRXWLW·VDFWXDOO\WUXH,ZLVKLWZDVQ·WEXWLWLV





This may be viewed less as a split between, putatively, creative and uncreative 
populations than a split between the relative levels of affluence or class ² though being 
an artist more often coincides with being also middle class than not (Creative & Cultural 
Skills, 2009; Oakley, 2013). The creative (or more affluent or more middle class) 
¶SLRQHHUV·RI FXOWXUDO UHJHQHUDWLRQ DUH VLWHG LQ DQ DUHDRIKLJKGHSULYDWLRQDQGZKHUH
ZLWK EDFNLQJ IURP 5RJHU 'H +DDQ·V &KDULWDEOH 7UXVW D YDVW VZDWKH RI SURSHUW\ KDV
been bought, reQRYDWHGDQGUHSXUSRVHGIRU ¶artists, artisans and creative businesses of 
the very highest calibre· (ZEDQN   7DNLQJ XS WHQDQFLHV KHUH UHTXLUHV
applications from prospective residents and businesses to be vetted by committee, and 
WKHVH DUH ¶VRPHWLPHV« vetoed on the grounds of artistic quality· 7KH &UHDWLYH
)RXQGDWLRQ·V WKHQ SURSHUW\ GLUHFWRU Robert Green described the conditions of the 
properties they took over with a degree of disgust: 
When I first started I was really shocked by the buildings we were 
buying ² both by the appalling state of the structures themselves and 
by the dreadful conditions people were prepared to live in«,FRXOGQ·WEHOLHYH
anyone could live in that amount of squalor«it was filthy (quoted in 
Ewbank, 2011: 39, emphasis added) 
This echoes Landry (2000), for who WKHGHSOR\PHQWRIDUWLVWVWR¶JURWW\·SDUWVRIWKHFLW\
is the first step in the process of gentrification: LWLV¶RQO\ZKHQWKH´JURWWLQHVVµKDVEHHQ
tamed and made safe by the artist will [the middle-class@DUULYH·S. A view that seems 
devoid of any appreciation of local populations and existing cultures and traditions. A 
similar othering was visible at a Creative Foundation event on Tontine Street in 2011 
GLVFXVVLRQ WXUQHG WR WKH IULFWLRQ HYLGHQW LQ WKH DUHD ZLWK WKH ¶URXJK HGJH· RI WKH
community, and a more wide-ranging unease in the relationship between the 
¶LQGLJHQRXV· SRSXODWLRQ DQG LQFRPLQJ DUWLVWV $ VHQLRU PHPEHU RI D FUHDWLYH
development agency, with offices on Tontine Street, noted that it still feels like there 
UHPDLQV¶DJJUHVVLRQ·RQWKHVWUHHWWKRXJKVKHZDVQRWVXUHLILWZHUH¶UHDORULPDJLQHG·
(Fieldnote 2011 11 05). While I did not encounter or notice any hostility on the streets 
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DURXQG)RONHVWRQH·V&UHDWLYH4XDUWHUVRPHUHVSRQGHQWVGLGQRWHWKDWZKHQLQYLJLODWLQJ
exhibitions there were issues. Diane recalled having to deal with a disruptive man at an 
,QWHUQDWLRQDO :RPHQ·V 'D\ HYHQW RQ WKH 2OG +LJK 6WUHHW ZKR ZDV ODWHU WKDW QLJKW
arrested carrying a knife, an event which served to remind her that the area remains a 
¶GDQJHURXV·SDUWRIWRZQ 
More noticeable was who was on the streets around the Creative Quarter and how this 
ZDV QRW UHIOHFWHG LQ DWWHQGDQFH DW JDOOHULHV VKRZV DQG HYHQWV 7KH ¶URXJK HGJH·
discussed at the Creative Foundation event is perhaps presented in two groups. The 
first was the steady stream of solitary men ² mostly in their 20s and early 30s, dressed in 
sports casual attire ² visiting the betting shop next door to the vegetarian café on 
Tontine Street. The other was a group of younger people of mixed genders and races ² 
varying from 5 to 10 members ² loitering around shops opposite The Cube adult 
education centre. These were identifiably working class and visible on the street, but not 
represented in the art spaces and events I visited around the town  
A similar point can be made in Margate where, generally, the people one saw on the 
High Street were quite different in dress, age and diversity of skin colour to those in the 
&UHDWLYH 4XDUWHU·V JDOOHULHV DQG FDIpV $WWHQGLQJ DQ RSHQ KRXVH H[KLELWLRQ LQ WKH
Cliftonville area of the town I spoke with two artists who discussed the gap between 
¶FUHDWLYH· DQG ¶XQFUHDWLYH· SRSXODWLRQV ² to draw more people to the show they had 
WKRXJKWDERXWKDQGLQJRXWIO\HUVRQ&OLIWRQYLOOH·VKLJKVWUHHWEXWKDGGHFLGHGQRWWRDV
¶IURPSUHYLRXVH[SHULHQFHZH·UHQRWVXUHWKHUH·V UHDOO\DGHVLUHIRU LW·(Fieldnote 2012 
10 14). Nick also QRWHGWKDWWKHUHDUHLVVXHV¶JHWWLQJORFDOSHRSOHWRHQJDJH·  
There are multiple issues, then, that can be viewed as causing a divergence between 
¶FUHDWLYH· DQG ¶XQFUHDWLYH· VSDFHV 7R JDLQ HQWU\ WR WKH DUW ZRUOG WKHUH  are symbolic, 
epistemic, class and material barriers to cross. Conducting interviews in galleries in 
Folkestone I would see many people browse the window but rarely come in. Raising 
WKLVZLWKWZRUHVSRQGHQWVWKH\QRWHGWKDWZKHQ¶ORFDO·SHRSOHZRXOGHQWHU some would 
confess to not feeling comfortable enough to enter a gallery space. I can appreciate the 
sentiment of feeling uncomfortable in galleries and at art events as, while I am a white, 
educated and middle-class male ² who has been a regular attendee of arts events in 
cities around the world for many years ² ,·YH RFFDVLRQDOO\ IHOW DQG FDQ VWLOO IHHO
intimidated in such spaces, including those in Margate and Folkestone. This feeling of 
being uncomfortable could come from not knowing the set of learnt practices ² how to 
look at a piece, how long for, what to think about it ² for behaviour in a gallery. In 
many of the small galleries around Margate and Folkestone any feelings of intimidation 
or unease can be amplified as the invigilator, especially at quiet times, will be the only 
other person present inducing feelings of being observed and, perhaps, judged.  
As Anette points out, however, it is maybe unsurprising that some of the poorest 
VHFWLRQVRI)RONHVWRQH·VSRSXODWLRQPD\QRWEHHQJDJLQJZLWKWKHYLsual arts, as while 
SHRSOH DUH OLYLQJ RQ WKH ¶EUHDGOLQH· WKH\·UH QRW JRLQJ WR EH LQWHUHVWHG LQ WKH DUWLVWLF
WKLQJVKDSSHQLQJ6KHDVNV¶:K\ZRXOGWKH\"7KH\·YHJRWHQRXJKSUREOHPVWRFRQWHQG
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ZLWK· 7KH VXJJHVWLRQ LV WKDW DUW PD\ DSSHDU WR EH D XVHOHVV RU frivolous, pursuit. 
Moreover, it remains that there were local people ² who grew up in the area, for 
example, or who have lived in the area for long periods of time ² who engaged in 
cultural events and the visual arts: three respondents were from Margate or Folkestone 
DQG RYHU KDOI KDG JURZQ XS DURXQG .HQW ¶/RFDO· WKHQ KDV SHUKDSV FRPH WR EH
emptied of notions of residence and instead carries symbolic weight as being uncreative 
or working class. This can elide, even exclude, the cultural heritages, traditions and 
interests of residents who prefer antiquing and tea rooms, or expressing their creativity 
WKURXJKMRLQHU\DQGJDUGHQLQJ$V+HOHQQRWHVDUWPD\MXVWQRWEH¶HYHU\ERG\·VFXSRI
tea, LW·VQRWRQWKHLUUDGDUDWDOO·&HUWDLQO\VHFWLRQVRI ORFDOpopulations expressed the 
desire for different regeneration policies. The director of Turner Contemporary, writing 
eight years before the gallery opened, noted that: 
The local press has not been quite so positive and some local residents 
understandably have concerns. These range from disliking the design 
of the building to wanting an ice-rink, and from problems of car 
parking to doubts about the costs of the project. (Pomery, 2003: 16) 
Nearly two years after it opened the Turner still rankled one local resident who was 
participating in the Make Your Mark event at Poportunity who, on hearing the gallery 
mentioned, expounded ¶,GRQ·WWKLQNWKDWTurner LVYHU\JRRG·)LHOGQRWH
They could not be drawn further on the comment except to say that they had not 
attended since its opening. This could be because they are uncomfortable with being in 
art spaces or the kind of art shown at the Turner Contemporary, were opposed to the 
millions spent on a gallery which could have been better, or differently, spent elsewhere 
RU MXVWRSSRVHGWR DQ ¶XUEDQ UHFUHDWLRQ· WKH\GLGQRWZDQW$V1LFNSRLQWVRXW ¶there 
was a lot of resistance to Turner when that opened because they thought they could 
spend twenty million in better ways· A similar feeling of unease as to how money is 
being spent is expressed by an anonymous Folkestone blogger: 
It must be a real smack in the face for some of these shop-keepers to 
see the Hidden Gems project [see Chapter 6] repainting empty shop 
fronts and creating lovely shop window displays when they, 
themselves, are struggling to make a living with nothing similar to 
look forward to. (Daily Shame, 2013) 
They question, therefore, the allocation of resources to the pop-up Hidden Gems 
project ² which places art in vacant shop fronts ² while they view local businesses as 
being neglected. The Creative Foundation is also criticised for over claiming the 
benefits of the Triennial (Finlay, 2011) and its treatment of pre-existing businesses in 
the Creative Quarter (Sims, 2010). Further to the barrier to entering art spaces noted 
above, then, there is a political divide between those who see the implementation of 
culture-led strategies as a boon for the towns and those who have different desires, 
wants and visions for their future development with concomitant priorities on how 
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resources should be allocated. As  Figure 27 humorously suggests, becoming subject to 
the strictures of a culture-led regeneration, where Brighton and (to use a local example) 
the middle-class enclave of Whitstable (e.g. Fleming, 2008a,b; Gold, 2006) are seen to 
offer templates of what a desirable outcome might look like for Margate and 
Folkestone, may not be perceived favourably by all. 
 
Figure 27 Folkestone (Young British Artists, Private Eye) by Birch  
(Source: http://www.birchcartoons.co.uk/young-british-artists) 
As such, far from the social renewal of the area envisaged, Margate and Folkestone 
appear as sites of FRQWHVWDWLRQ EHWZHHQ ¶FUHDWLYH· DQG ¶XQFUHDWLYH· SRSXODWLRQV ZKR
while existing in the same (or overlapping) material space, inhabit separate 
representational spaces (cf. Dryburgh, 2010; Landry, 2000; Miles & Paddison, 2005; 
Vella-Burrows et al., 2014). While Diane did wonder whether she was engaging in 
¶VRFLDOHQJLQHHULQJ·VKHQRWHGWKDWWKHUHKDVGHYHORSHGDVWKHWRZQKDVGHFOLQHG¶a sort 
of down-trodden element to the local Folkestonian·$UWLVWVPHDQZKLOH see ¶so much 
potential·. Similarly, for NLFN LW LV ¶FUHDWLYHSHRSOH·ZKRZRXOGKDYHWKH¶LPSHWXV·DQG
know-how to make the most of urban potentials. Contra claims for ¶a serious and 
committed engagement with culture as a tool for« social cohesion, well being and civic 
SULGH· Flemming, 2008b: 4), this more closely accords with Lees (2008: 2456) who 
notes that: 
an influx of middle-class residents into a disadvantaged 
neighbourhood does not increase social cohesion, rather the contacts 
between low-income and higher-income households tend to be 
superficial at best DQGGRZQULJKWKRVWLOHDWZRUVW« 
Critiques of creative city/culture-led urban policy posit reasons for such discord as such 
interventions divert resources not to the amelioration of social problems but as regressive 
SROLFLHVIRUWKH¶VSHFXODWLYHFRQVWUXFWLRQRISODFH·+DUYH\-8) to the advantage of 
an elite group of consumers and gentrifiers (Peck, 2005; Pratt, 2008b). As in :DUGH·V
definition of gentrification, (1991: 225) we can discern the emergence of a fraction with 
shared consumer preferences, contributing to new patterns of social segregation. This 
UHSUHVHQWV D EDONDQLVDWLRQ RI SODFH DORQJ ¶FUHDWLYH·¶XQFUHDWLYH· OLQHV LQ FRQWUDVW WR WKH
stated aims of creative city policies to improve social cohesion (Lees & Melhuish, 2013). 
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7.3 What About Local Artists? 
$V QRWHG LQ &KDSWHU 6L[ DUWLVWV· DUH LPSOLFDWHG LQ WKH SURGXFWLRQ RI 0DUJDWH DQG
Folkestone as creative places. Indeed, of such urban regimes, Lloyd (2004: 346) suggests 
WKDW LW LV DUWLVWV ZKR ¶HPHUJH DV DYDWDUV· WKDW LV DV LQFDUQDWH UHSUHVHQWDWLRQV RI WKH
myriad social and economic policy goals. Elsewhere, however, he goes on to note that 
while now valorised in urban policy, artists:  
may be disappointed to learn just what their value ultimately consists 
RILQWKHH\HVRIWKHXUEDQ¶JURZWKPDFKLQH·«DEHWWLQJWKH
neoliberal tendencies toward cutthroat interurban competition and 
the promotion of gentrification. (Lloyd, 2010: xii) 
As such, having noted how the towns are attractive to artists, and how ² at least 
SDUWLDOO\ DV D UHVXOW RI DUWLVWV· ODERXU ² they can be viewed as sites of contestation 
EHWZHHQ ¶FUHDWLYH· DQG ¶XQFUHDWLYH· SRSXODWLRQV WKH IROORZLQJ VHFWLRQ ZLOO QRWH WKDW
these same processes and outcomes can operate, and reconfigure Margate and 
)RONHVWRQHLQZD\VDQWLWKHWLFDOWRDUWLVWV·LQWHUHVWV7KLVFRPHVIURPWKHLUPDWHULDODQG
aesthetic vulnerability (Matthews, 2010) to the changing properties of place, and the 
privileging in policy of cultural consumption over production (Lees & Melhuish, 2013; 
Markusen, 2006; Peck, 2005; Pratt, 2008). 
7.3.1 Policy and the Key Projects 
As centre pieces of regeneration strategies, both Turner Contemporary and the 
Folkestone Triennial have worked to attract visitors ² in 2013 Turner Contemporary 
celebrated one million visits since opening in 2011,1 while the 2011 Triennial saw over 
103,000 visits (Kimm, 2013) ² and national media attention (e.g. Emms, 2011; Graham-
Dixon, 2012; Hudson, 2011; Phillips, 2011). As cultural strategies that have economic 
JRDOV DV D NH\SDUWRI WKHLU UDWLRQDOH 2·%ULHQ	3RPHU\ HQFRXUDJLQJYLVLWRUV
and their disposable income, is a key metric of success. Their focus in curatorial and 
commissioning programmes, then, is on established artists with national and 
international reputations who can draw crowds into the towns and attract media 
attention. 
In both Margate and Folkestone this has caused consternation among the artists who 
live and work within the local areas who have felt excluded from reaping the possible 
benefits of working within or alongside such prominent institutions and events. A 
respondent in Folkestone felt that the opportunities presented by the Triennial, to the 
advantage of both local artists and the Creative Foundation, were missed: 
>«@it did seem to me to be ridiculous to have a big art festival and 
not include local artists, it seemed absolutely crazy. >«@ for them to 
                                                   
1 See www.tcmillion.org 
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say ´This is what we do here and these are the artists we have in, 
come look at their work as wellµ that would, to me, it would work for 
everybody. It·G help promote the place to other artists, to come here, 
to other people to come see local artists work. IW·VJRRGIRUWKH
artists because people who are coming down to see big artists work 
will possibO\DOVRFRPHWRVHH\RXUZRUN,W·VJRRGIRUHYHU\ERG\6R
that was really disappointing. (Richard, Folkestone) 
Similarly in Margate, visiting the Turner Contemporary, or its website, it is very difficult 
to find any information on events and exhibitions in other local galleries around the 
+DUERXU$UPRUZLWKLQWKH2OG7RZQ·V&UHDWLYH4XDUWHU-LOOVXJJHVWVWKDW¶local artists 
>GRQ·W@QHFHVVDULO\IHHOWKDWWKHUH·VDSURWHFWLYHDUPRIWKH7XUQHUWKDW·VORRNLQJRXWIRU
them·:KLOH-LOOZDVH[KLELWLQJDVSDUW of the Pushing Print IHVWLYDOLQWKH2OG7RZQ·V3LH
Factory gallery she utilised clandestine tactics to get flyers for the event into Turner 
Contemporary: 
I put them in the toilet [Laughs@7KH\ZRQ·WDOORZ\RXSXWWKHPRQ
WKHGHVNDQGWKH\KDYHQ·WJRWD QRWLFHERDUGEHFDXVHLW·VEHFDXVH,
WKLQNLW·VWKHir policy to be clean lines. >«@7KDW·VZKHQZHZHUHLQ
Pie Factory and we thought they [Turner Contemporary staff] ZRQ·WVHH
[the flyers] LQWKHUHXQWLOWKHHQGRIWKHGD\VRZH·OOVWLFNWKHPLQWKH
loo6R\HDKVRPHWLPHVLWIHHOVOLNH\RX·UH«>«@ ,GRQ·Wknow, you 
just do what you can. (Jill, Margate) 
$QWKRQ\ DOVR QRWHV WKDW DUWLVWV DUH ZRUNLQJ DJDLQVW 7XUQHU &RQWHPSRUDU\·V FXUUHQW
policies: 
>«@RQHRIWKHORFDODUWLVWVKH·VJRWDQRQOLQHSHWLWLRQDWthe moment 
to try and get the Turner [Contemporary@WRDFWXDOO\DFFHSWORFDODUWLVWV·
work. To have a semi-permanent display in one of the side rooms, 
and even sell it and take a commission towards the running of the 
Turner, which would be great. But they MXVWIODWO\UHIXVH7KH\·UHD
IUHHSXEOLFJDOOHU\DQGWKH\ZRQ·WEHWDNLQJORFDODUW7KH\VHH
WKHPVHOYHVDVWKH7DWH0RGHUQ,WKLQN,W·VDELJERQHRIFRQWHQWLRQ
with local artists. (Anthony, Margate). 
For Pat, who had a studio in Margate, the overriding concern of the local and county 
FRXQFLOVZLWKUHJDUGVWRWKH7XUQHU&RQWHPSRUDU\LVWKDW¶LW·VPDNLQJPRQH\DQGWKH\·UH
JHWWLQJWKHNXGRVIURPLW>«@,GRQ·WVHHORFDODUWLVWVVWLOOJHWWLQJPXFKRIDORRNLQ·  
Furthermore, the role of artists in policy and for policymakers may be viewed as tending 
to place an emphasis on their economic, rather than cultural, value. Chair of the Turner 
&RQWHPSRUDU\-RKQ.DPSIQHUZULWHVRI¶the scale of the success·RIWKHJDOOHU\
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by highlighting its role in creating a ¶new spirit of entrepreneurship« flair and business 
savvy·. 6LPLODUO\(ZEDQN QRWHV WKDW LQSODQQLQJ)RONHVWRQH·V&UHDWLYH4XDUWHU
WKHUH ZDV D GLVFXVVLRQ DV WR WKH ¶FULWLFDO PDVV· RI ¶VXFFHVVIXO EXVLQHVVHV· DQG
entrepreneurs required to sustain the ostensibly ¶FXOWXUDO·UHJHQHUDWLRQ Thus, there is a 
tension in policy aims between those that state Kent will become a place where artists 
ZLOO IHHO ¶ZHOFRPHG DQG UHZDUGHG· .&& F YLLL, and overarching aims to 
encourage entrepreneurship, small businesses and economic growth. While these are 
not mutually exclusive, it suggests an emphasis on welcoming artists only insofar as they 
are active in an economic regeneration and only paying lip service to their 
cultural/creative activity.  
This is perhaps exemplified by two events organised by Kent County Council: Kent 
Cultural Futures (KCF) were designed to bring together practitioners, policy makers and 
other relevant actors to discuss ways to better establish a cultural/creative economy in 
Kent. The first event in late 2012 brought in the Head of Bow Arts, a property based 
arts-led regeneration company based in East London. The presentation and discussion 
was focussed on how to develop art practice as a sustainable activity through building 
skills, relationships and networks. While Bow Arts may be viewed as instrumentalising 
DUWLVWV·ZRUNLQSODFH-making and as a tool for attracting further investment to the local 
area, the presentation produced a lot of positive discussion among the practitioners 
present who seemed enthused by the vision Bow Arts offered in navigating the tensions 
of bringing together cultural, economic and urban policy aims. This discussion 
promised to be complimented by the following KCF event on ¶(QJDJHPHQW OHDUQLQJ
VNLOOV·DQG¶6HFWRUVNLOOVGHYHORSPHQW· at Turner Contemporary in February 2013.  
However, at this follow-up event, it was announced that East Kent was to run for UK 
City of Culture (see Chapter 6), and the invited speaker was the director of the 
successful bid to become European Capital of Culture by Umeå, Sweden. Thus, rather 
than looking at ways to develop skills and sustainability of the cultural sector, it 
unfolded as a presentation that a fieldnote describes as promoting an ¶uncritical 
exploitation of culture as boosterist tool·, relying on culture for narrowly economic 
focussed urban interventions. A respondent who was also there later noted, with some 
frustration, that: 
,WKRXJKWWKDWZDVIXFNLQJ«,WKRXJKWZHZHUHWKHUHWRWDONDERXW
VNLOOVHWV«Instead it was [about] a fucking, bloody Capital of Culture 
bid. (Diane, Folkestone) 
Therefore, while Folkestone and Margate are being imagined by some local governors 
as sites of cultural production, artists felt the programme undermined this, as it 
focussed on promoting economic activity and creating the image of places of cultural 
consumption in which they did not figure. This echoes an academic literature that notes, 
and critiques, the dominance of economic imperatives and of consumption over 
production in culture-led urban strategies (Lees & Melhuish, 2013; Lloyd, 2010; 
Markusen, 2006; Peck, 2005; Pratt, 2008). 
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Research participants, however, generally understood some of the tensions within arts-
led regeneration strategies and why, for example, the Turner Contemporary and 
Triennial focus on established artists. )RU5LFKDUGZKLOHKHZDVFRQFHUQHGWKDW¶DOOWKH\ 
[the Triennial] ZDQWDUHWKHELJQDPHDUWLVWV·WKHUDWLRQDOHPDGHVHQVHWKDWWKHVHQDPHV
work: 
to draw people in, which they do, which is good for Folkestone, I 
FDQXQGHUVWDQGWKDW\RX·YHJRWWRKDYHELJQDPHDUWLVWV (Richard, 
Folkestone) 
'LDQHZDVFOHDUWKDW¶to think that the Triennial would commission local artists to make 
work for an international festival >«@you have to be really naïve, or not understand the 
art world at all·$QWKRQ\HFKRHVWKLVLQKLVGLVFXVVLRQRIWKH7XUQHU&RQWHPSRUDU\ : 
,FDQVHHZKHUHWKH\·UHFRPLQJIURP7KH\ZDQWWRNHHSLWVHOHFWDQG
SURIHVVLRQDO>«@$QGLI\RXVWDUWH[KLbiting local artists· work is it 
going to start bringing it down? (Anthony, Margate) 
7KHTXRWHDERYHIURP$QWKRQ\ZKHUHKHTXHVWLRQVZKHWKHU ORFDODUWLVWV·ZRUNPLJKW
VWDUW ¶EULQJLQJ >the Turner Contemporary@ GRZQ· LV RQH RI WKH IHZ RFFDVLRQV ZKHUH WKH
quality of work was discussed. Other discussion was very much focussed on the 
V\PEROLF FDSLWDO RI WKH DUWLVWV· QDPHV DQG UHSXWDWLRQV UDWKHU WKDQ WKHUH EHLQJ DQ\
LQWULQVLF ¶VXSHULRU·TXDOLW\WRWKHLUZRUN These artists, then, acknowledge (if not agree 
with) the tensions inherent in and regeneration strategies that seek to encourage cultural 
production and draw in visitors. There is an acceptance on that part of the artists that to 
drive visitor numbers it is not they who can be the most prominent feature of the 
programmes as the\ DUHQRW DV5LFKDUG VD\V ¶ELJQDPHDUWLVWV· $VSDUWRI DEURDGHU
SROLF\WRHQFRXUDJHFXOWXUDODFWLYLW\KRZHYHUWKHUHUHPDLQVDGHVLUHIRUWKH¶SURWHFWLYH
DUP·RIWKH7ULHQQLDODQG7XUQHU&RQWHPSRUDU\WRHQJDJHZLWKWKHQHHGVRIORFDODUWLVWV
so that WKH\PLJKWDFFUXHVRPH¶WULFNOHGRZQ·EHQHILW 
)RUVRPHUHVSRQGHQWVWKHQDQHIIHFWLYHDSSURDFKWREXLOGLQJDSURGXFWLYH¶EDVH·WRWKH
culture-led regeneration as missing. Andrew gives a brief précis of how he understands 
the culture-led strategy working LQ WKHRU\ WKDW ¶artists move in to do paintings or 
whatever >«@ cafés spring up and it builds up from there·+HWKHQJRHVRQWRVXJJHVW
WKDW ¶ZKDW WKH\·YH Gone here [in Folkestone@ LV VNLS WKH ILUVW VWHS >«@ they got 
international names like Tracey Emin to do bits >«@ wiWKRXWWKLQNLQJDERXWWKHORFDOV·
This lack of engagement with local artists is, perhaps, exemplified in their approach to 
the provision of studio space, particularly in The Stables on Tontine Street (see Figure 
28). :KLOH WKH\ DUH WKH SURGXFW RI UHFHQW UHQRYDWLRQ DQG GHVLJQHG DV DUWLVWV· VWXGLR
VSDFHV WKH\ IDLO WR PHHW DUWLVWV· QHHGV ,VVXHV LQFOXGHG WKHLU PHDJUH VL]H VXVSHQGHG
ceilings being too low, lack of natural light and the placement of electric outlets at wai st 
height preventing hanging canvases on walls: 
I think some of the people making key decisions on the renovation 
made massive fuck ups. >«@ There are issues with things like fixtures 
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DQGILWWLQJVZK\DUHQ·WWKH\FKHDS":K\DUHQ·WWKH\HDV\WRUeplace? 
It·VOHIWDOHJDF\RIG\sfunctionality at some of the properties. I 
actually did mention it to certain people, certain people who were in 
WKRVHSRVLWLRQVGLGQ·WZDQWWRKHDULW (Matt, Folkestone) 
 
Figure 28 A studio at The Stables, Tontine Street, Folkestone, 2013 
This provides an example of where culture-led regeneration policy has failed to engage 
with the needs of a group that it is putatively serving ² that is, where the representation 
RI VSDFH DV EHFRPLQJ ¶FUHDWLYH· GRHV QRW SUoduce a creative representational space. 
Moreover, the lived and affective space produced through culture-led strategies can be 
contra the material and symbolic requirements of artists. 
7.3.2 Changing Places 
In many respects cultural regeneration is about changing places in material and symbolic 
ZD\V (ZEDQN   GLVFXVVLQJ WKH &UHDWLYH )RXQGDWLRQ·V LQWHQWLRQV QRWHG WKDW
WKH\KRSH WR ¶WUDQVIRUPD ZKROH WRZQ· The Shared Intelligence (2008a: 5) report for 
0DUJDWHXVHVVLPLODU ODQJXDJHWKH DLPLVWR ¶transform the physical fabric of the town 
centre·,QFUHDWLQJ¶WKULYLQJ·¶PRGHUQ·¶FXOWXUDO·DQG¶FUHDWLYH·SODFHVKRZHYHUWKH\FDQ
erode existing creative characteristics. As such, alongside concerns about how strategies 
have been implemented, and the effect of an emphasis on cultural consumption, 
respondents raised issues with how cultural strategies might affect the properties of 
place to which they were attracted or that they otherwise value. This can be understood 
in material and economic, symbolic, and aesthetic terms (Matthews, 2010). 
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As noted above, artists interviewed were attracted to the rawness of place. This 
¶UDZQHVV·FDQEHYLHZHGDVXQGHUWKUHDWIURPFXOWXUDOXUEDQVWUDWHJLHVWKDWVHHNWRWDPH
DQGPDNHVDIHDQ\¶JURWWLQHVV·EHIRUHWKHPLGdle classes arrive (Landry, 2000: 125). Roy 
was concerned about how in Margate this may, in practice, significantly alter the town in 
XQGHVLUDEOH ZD\V DHVWKHWLFLVDWLRQ UHVXOWLQJ LQ ZKDW KH FDOOV WKH ¶GLVWUDFWLRQ RI JRRG
WDVWH·DQGWKHORVVRIGLVWLQFWLYHlocal features. He discussed his concern for the arcades 
that line the seafront from the train station along the length of the beach:  
because those buildings were originally built in the 1820s or eighteen 




there. And yet people say, they use it as part of the argument as to 
ZK\ZHQHHGUHJHQHUDWLRQ>«@DQGWKH\TXLWHVLQFHUHO\WKLQNZHQHHG
to get rid of the arcades and turn them into posh B&Bs and stuff. 
%HFDXVHWKDW·VZKDW·OOEHJRRGIRUWKHWRZQ$QG«\RXNQRZ"<RX
think, it is what LWLV7KHUH·VQRSRLQWLQPRYLQJVRPHZKHUHDQG
wanting to turn it into somewhere else. (Roy, Margate) 
Susan in Folkestone similarly decries the ousting of the amusement arcade on the Old 
High Street, along with a shop selling Folkestone rock2 and other traditional seaside 
items, as the Creative Foundation moved in: 
the rock shop, people used to come from miles around. It had all the 
original machinery. You stood inside it and through huge Victorian 
plate glazed you watched the machine making the rock. It was a 
draw. Everyone came from everywhere to see that. >«@ 7KH\·UHDOO
HPSW\QRZRUIXOORIVKLWHWKDWKDVQR«LWUHDOO\GRHVQ·WKDYHDQ\
resonance for anyone outside of the arts. (Susan, Folkestone) 
7KHFRQFHUQIRUWKHUHPQDQWVRIWKH¶WUDGLWLRQDO·VHDVLde, then, perhaps point to unease 
about the possibility of their respective towns becoming highly gentrified locales like, 
for example, Whitstable or parts of Brighton or East London. They understood local 
peculiarity in these places as being eroded as the\ZHUH ¶LQYDGHGDQG WDNHQ RYHU· -LOO
Margate) through culture-led developments. Nick notes that he moved from his 
previous studio in London Fields, a fashionable part of East London, because of the 
changes associated with an influx of artists and resulting gentrification: 
                                                   
2 Rock is a traditional British seaside confectionary consisting of a hard cylinder of flavoured and 




mummies and kind-of hipsters3 DQGWKDW·VMXVWOLNH,GRQ·WZDQWWREH
WKHUHDQ\PRUH>«@people move because they want that alternative 
OLIHVW\OHEXWWKH\GRQ·WZDQWWR live it, they just want the café culture 
DQGWKHVWUHHWDUWDQGDUW%XWWKH\DFWXDOO\GRQ·W«,GRQ·WNQRZLI
WKH\ZDQWWRIXOO\HQJDJHRULILW·VMXVWEHFDXVHWKH\WKLQNLW·VFRRODQG
it makes them look more interesting, you know? (Nick, Margate) 
Duncan discussed the possible effects of cultural policy with reference to St. Ives, a 
town in Cornwall renowned for its connection with prominent British artists in the mid-
twentieth century: 
Obviously I was never around in St. Ives when that started to get 
very creative, but I could see Margate being like that. But it would be 
so easy to be ruined. Either by not being able to get the potential 
going that it should do, by the property owners or the Council, or 
EHFRPLQJWRRSROLVKHG>«@,ILWEHFRPHVDQH[SHQVLYHW\SHRf place 
like Brighton it might just be exciting to go and find the next one. 
Nothing stays the same does it? (Duncan, Margate) 
There are multiple anxieties, then, about what has already been undertaken and what 
might happen. There is unease at some of the changes to the material properties of 
place. Moreover, there is a desire for the art scene to not become ² as opposed to the 
DWWUDFWLYHSRWHQWLDORI ¶ODZOHVV·0DUJDWHDQG)RONHVWRQHVHH6HFWLRQ 7.1) ² polished and, 
KHQFH¶HVWDEOLVKHGZLWKLQDFHUWDLQIUDPHZRUN·1LFKROHWWH)RONHVWRQHWKDWWKH\ZRXOG
have had little part in controlling. 
While Margate or Folkestone becoming highly gentrified places may be some time off, 
one example points to the vulnerability of artists as their (rented) studios become more 
valuable to landlords repurposed from production to consumption spaces. Pat had had 
her studio on the Harbour Arm since they opened in 2009. While there she had ² 
without pay ² curated and run the Harbour Arm gallery on behalf of the landlords. In 
2013, however, she was evicted, against her wishes, from the studio to make way for a 
QHZ EDU 7KH FKDQJLQJ XVH RI  0DULQH 'ULYH RQ 0DUJDWH·V VHDIURQW DOVR SHUKDSV
illustrates how arts-led regeneration is not proceeding in ways that encourages, or 
provides the resources for artistic production. Photographed in 2012, the building has 
purple hoardings emblazoned with a marketing slogan. From late 2012, through 2013, 
WKH SUHPLVHV KDG EHFRPH 3DUDGH ¶D ´not for profitµ, artist led space in Margate·
hosting exhibitions and events in the small ground floor space or down precarious stairs 
into the basement. By 2014, 3 Marine Drive had become Crafted Naturally, a shop 
                                                   
3 ¶<XPP\PXPPLHV·DQG¶KLSVWHUV·DUHSHMRUDWLYHWHUPVXVHGWRGHVLJQDWHDSDUWLFXODUW\SHRIPLGGOHFODVV
consumer, ironically typically deployed by those who most fall into such stereotypes of self-knowing 
educated middle classness. 
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VHOOLQJ ¶carefully sourced gifts including fine china mugs, novelty egg cups, money 
boxes, silk screened bags, traditional toys, seaside gifts, hand made soaps, gifts in a tin, 
tea-light holders«·4 (Figure 29). 
 
Figure 29 Clockwise from bottom left: 3 Marine Drive in 2012, 2013 and 2014 
Much critical research has noted a narrow policy IRFXVRQ¶publicly subsidize[d] urban 
consumption systems for a circulating class of gentrifiers· 3HFN that is not 
matched by work on cultural production (Comunian, 2010; Pratt, 2008). This section 
has highlighted a concentration on prestigious forms of culture as well as a lack of 
attention to establishing productive networks and capacity, and strategic development 
WKDWFDQEHYLHZHGDVUHVXOWLQJIURPSROLFLHVZKHUHLQ¶it is cultural consumption that is 
prized· 3UDWW   While policy at, regional and local scales, lauds cultural 
production as key to successful regeneration (see Chapters 1 & 6), the reality is such 
that local artists· requirements are not met. 
                                                   
4 See http://www.craftednaturally.co.uk/ 
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7.4 ^ƉĂĐĞƐŽĨ ‘ƉŽƐƚŝŶĚƵƐƚƌŝĂůĞǆƉůŽŝƚĂƚŝŽŶ ? ? 
Through studio spaces, cheap rents, cultural events and festivals, and place promotion 
and media attention, the culture-led interventions in Margate and Folkestone can be 
understood to be building on and shaping the symbolic and material landscapes of these 
towns to reproduce artistic labour and artistic spaces (see Chapter 6; Castree, 2007; 
Lloyd, 2010). However, this Chapter has demonstrated how the changes to the 
properties of place resulting from culture-led urban policy, and in which artists are 
LPSOLFDWHG FDQ KDYH QHJDWLYH LPSDFWV $ IRFXV RQ ¶FUHDWLYH· SODFHV KDV OHG WR D
problematic division between this desirable population and the undesirable, ¶XQFUHDWLYH·
other. Moreover, while artists are an important part to the re-imagining and production 
of new creative/cultural places, an emphasis on cultural consumption means that the 
spaces produced by them are not necessarily for them. Key projects are buoyed by the 
creative milieu local artists help to create, but often fail to engage with their needs and 
requirements. 7KH¶UDZQHVV·RISODFH² highlighted as a desirable trait for the potential it 
presents ² is eroded by regeneration that replaces local peculiarity. Thus artists can be 
understood to be vulnerable to the changing properties of place as they alter in material 
and immaterial ways (Lloyd, 2010; Matthews, 2010; Zukin 1982).  
In seeking to enforce a divide between creative/uncreative and via an the emphasis on 
consumption, these developments may be viewed as proceeding contra to the stated 
aims as laid out by Kent County Council (2010c): namely, to ensure that cultural policy 
SURFHHGV LQZD\V WKDW ¶are sustainable and balance the needs of visitors and residents·
(p.16) and that will ¶protect our cultural supply chain· S These cultural-strategies, 
then, could be viewed as regressive, targeted towards an elite fraction of cultural 
consumers, increasing social segregation in the process (Harvey, 1989; Lees & Melhuish, 
2013; Peck, 2005; Pratt, 2011). 
In constructing Margate and Folkestone as creative places ² as representational spaces 
high on must visit destinations and indices of the coolest places to live ² the product 
FRQFHDOV¶WKHH[SORLWDWLRQDQGGRPLQDWLRQRQZKLFKWKH\DUHIRXQGHG·/HIHEYUH
80-1). Indeed, Lloyd (2010: xii-xiii) argues that: 
artists, far from being liberated by the heightened attention to local 
culture, find themselves co-opted into new forms of postindustrial 
exploitation. 
This Chapter has demonstrated ways in which the value created by DUWLVWV·ODERXUis may 
be viewed as expropriated E\WKHXUEDQ¶JURZWKPDFKLQH·DQGWKHVSDWLDOUHTXLUHPHQWV
of increased economic activity and cultural consumption. Yet, for Castree et al. (2004: 
180), a more fine-grained analysis is required as: 
,WPD\EHIRUH[DPSOHWKDW¶SURJUHVVLYH·ORFDOLVPVDQG¶UHJUHVVLYH
ORFDOLVPV·FRH[LVWWKDWWKHHIIHFWVRILQ-place labour agency on 
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geographically distant but inter-connected spaces of work may be a 
complex blend of gains and losses. (Castree et al., 2004: 180) 
As such, while the arguments presented here are certainly an important critical 
perspective to the triumphalism of creative city and creative class theses, the lived and 
experienced properties of this labour, and the meanings drawn from it also require 




&KDSWHUV 6L[ DQG 6HYHQ GHPRQVWUDWHG KRZ DUWLVWV· ODERXU LV LPSOLFDWHG LQ WKH
SURGXFWLRQRI0DUJDWHDQG)RONHVWRQHDV ¶FUHDWLYH·SODFHV0RUHRYHUWKH\DUJXHd that 
this production of space, alongside material and economic concerns around, for 
example, affordability and studio availability, can play a role in the reproduction of 
cultural labour. However, it was also shown that while produced by them, the spaces 
produced were not necessarily for them, pointing to ways in which their labour has been 
co-opted ² perhaps even exploited ² for the purposes of creating sites of cultural 
consumption. 
As a starting point, then, this can be viewed as augmenting critiques of cultural labour 
DVFRPSOLDQWZLWKWKHGHPDQGVRIFDSLWDOLVPWRWKHGHWULPHQWRIWKHZRUNHUV·LQWHUHVWV
VHH &KDSWHU  $UWLVWV DUH GHSOR\HG DV D ¶EDXEOH· 3UDWW  LQWHQGHG WR DWWUDFW
investment and tourists, while ultimately being disposable. As Ley (2003: 2535) argues, 
¶the surfeit of meaning in places frequented by artists becomes a valued resource for the 
entrepreneur·, providing a cultural consecration of place to be traded upon long after 
the artists· departure. 
The previous Chapter, however, ended by noting that such a stark view of cultural 
workers ² as subordinated to the demands of urban policy and, more generally, 
capitalism ² can elide the complexity of, and deny the possibility of, worker agency. 
2·'RKHUW\ DQG :LOOPRWW   DUJXH for the importance of analysing the social 
reproduction ² rather than the domination ² of capitalism as a means by which to 
H[SRVH ¶WKHKHWHURJHQHRXV VWUXJJOHV WKDW UHPDLQSDUW DQGSDUFHORI LWV H[LVWHQFH·7KH
SXUSRVHRIWKLVLVWRHOXFLGDWHWKH¶PLVVLQJVXEMHFW·ZKRLV 
constituted and formed by social relations that cannot be reduced or 
equated with the singular abstract logic of economic categories. 
Multiple forces clash and interact to generate inconsistency and 
paradox in the practice and the theory RIODERXUSURFHVVHV« 
Taking such a position will serve to counter accounts of cultural work that demonstrate 
¶an insensitivity to context and a disavowal of the contingency and subjectivity of the 
labour process·(Banks, 2010: 263; Beck, 1992; Beck-Gernsheim, 2002; Giddens, 1991). 
Importantly, the aim of this Chapter and the next is not to neglect, or overlook, 
structural factors that can be viewed as having a negative, even exploitative, effect upon 
artistic labour. Rather, these Chapters will explore the experiences, subjectivities and 
meanings respondents draw from their work as visual artists, and the conditions under 
which such labour occurs. Whereas some critiques of cultural work make it difficult to 
LPDJLQH VXFK ODERXUEHLQJ ¶something less than dreadful· +HVPRQGKDOJK 
this approach will suggest a view of labour in the visual arts as meeting, in some 
UHVSHFWV WKH UHTXLUHPHQWV RI D NLQG RI ¶JRRG ZRUN· (]]\  +HVPRQGKDOJK 	
Baker, 2011). 
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It is the following Chapter, The Conditions of Labour, that will primarily discuss 
UHVSRQGHQWV·SRVLWLRQVLQUHODWLRQWRPDUNHWVDQGWKHPXOWLSOHZD\VLQZKLFKWKH\PDNH
a living from various roles within and without art worlds, and explore the internal and 
external rewards of their practice, questioning the possibility of autonomous labour. 
7KLV&KDSWHUZLOOVHHNWRHPSKDVLVHWKH¶embedded, socially constructed and mediated 
norms DQGYDOXHV· (Banks, 2006: 468) of artistic production. It will suggest that, while 
artists may be viewed as constrained by the structure of the field, they may also draw 
upon these constraints as resources against which they can construct a narrative -
identity, a dynamic process wherein ¶a sense of self-identity is constructed through a 
complex interweaving of the influence of social location, lived experience, narrative 
strategies, significant others, biographical history, cultural repertoires, and individual 
FUHDWLYLW\· (Ezzy, 2000: 121). The first section of this Chapter will examine what being a 
visual artist means to respondents, that is, how this relates to their own identities and 
senses of self, and may be viewed as part of individual projects of self-realisation. 
However, as Hesmondhalgh (2010) notes, critical approaches to self-realisation need to 
EH ¶grounded in a sociological appreciation of problems of constraint and freedom, 
structure and agency· S $V VXFK WKH VHFRQG VHFWLRQ ZLOO FRQFHQWUDWH RQ KRZ
UHVSRQGHQWV· GHILQH EHLQJ DQ ¶DUWLVW· DQG WKHLU XQGHUVWDQGLQJ RI ZKDW ¶DUW SUDFWLFH· LV
suggesting that both of these are socially constructed and influenced by interactions 
ZLWKLQ FRPPXQLWLHV ZKLFK SURYLGH WKH ¶FXOWXUDO DQG VRFLDO FRQWH[W LQ ZKLFK VKDUHG
FXOWXUDOGLVFRXUVHVFRQVWUXFWWKHZRUNDVZRUWKZKLOH·+HVPRQGKDOJK7KH
Chapter will conclude by suggesting ways in which cultural labour may exhibit 
SURSHUWLHV WKDW VXJJHVW LW PD\ SUHVHQW WKH SRVVLELOLW\ RI EHLQJ D NLQG RI ¶JRRG· ZRUN
(Ezzy, 1997; Hesmondhalgh, 2010; Hesmondhalgh & Baker, 2011). 
8.1 Art Practice and Identity 
Previous studies of contemporary cultural labour have emphasised a strong individual 
identification with work (Banks, 2007; Eikhof & Haunschild, 2006; 2007; McRobbie, 
2002; Oakley, 2009b). This is congruent with broader trends as individualisation inflects 
the conditions of work across many industries, not just the cultural sector (Amin, 1994; 
Bauman, 2000; Beck, 1992; Bourdieu, 1998; Castells, 2000; Harvey, 1990). More 
JHQHUDOO\ LW LV VXJJHVWHG WKDW ZRUN LV ¶construed as an activity through which we 
produce, discover, and experience our selves· (Rose 1989: 103). Some critics would 
argue these identifications and narratives are a kind ¶of conformist individualism that 
DFWXDOO\SDUDO\VHVWKHLQGLYLGXDO·VFRQVFLRXVSRZHUVRIUHVLVWDQFH·+RQQHWK
Individuated narratives are constructed in the mould of pervasive, often neoliberal, 
VWUXFWXUHV WKDW LQFXOFDWH D ORYH IRU ZRUN WKDW OHDGV WR ZRUNHUV ¶VHOI-H[SORLWLQJ·
(McRobbie, 2002: 521). 
However, while conscious of the dangers of accepting self-narratives at face value and 
ignoring structural constraints, this section will explore what being an artist means for 
respondents. It will demonstrate how labour in the visual arts is utilised as a resource in 
the narratives artists construct about their identity to provide a sense of self-realisation. 
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The assumption is not that they are dupes of (cultural) capitalism, nor ideal rational and 
autonomous agents, but as a means by which to consider the possibility of an active and 
reflexive worker (Banks, 2007; Beck & Beck-Gernsheim, 2002; Ezzy, 1997; 
Hesmondhalgh, 2010). 
8.1.1 Self-Realisation 
,I ZRUN LV WR EH XQGHUVWRRG DV DQ LPSRUWDQW VLWH LQ DQ LQGLYLGXDO·V ¶LGHQWLW\ SURMHFW·
(Rose, 1989) ² a site of personal development and self-realisation ² Hesmondhalgh and 
Baker (2011) suggest a caveat. They pRLQWWRWKHSRVVLELOLW\RIDQ¶RYHU-identification of 
WKHVHOIZLWKZRUN·SFUHDWHGE\WKH¶OXUHRIVHOI-UHDOLVDWLRQ·7KH\DUJXHWKDWZKHUH
work becomes the primary mechanism of self-realisation it can produce an unbalanced 
existence, disrupt home life and encourage long working hours that will have negative 
effects for the self and others (p.227). This was, perhaps, demonstrated in this sample 
where some respondents were emphatic about the role of art as, vital to their wellbeing. 
Anette discussed a period in which she was unable to practice and negative effects she 
felt on her mental health: 
Well, for me, mentally, ,FDQRQO\VSHDNIRUP\VHOILWZDVQ·WJRRGIRU
PHPHQWDOO\QRWWKLQNLQJFUHDWLYHO\,MXVWJHWSXUSRVHOHVV7KHUH·V
nothing else I can GRWKDWJLYHVPHWKHVDPH«WKDWPDNHVPHIHHO
the same way, that keeps me on an even keel. Definitely. (Anette, 
Folkestone) 
Deborah echoes this when she notes that if she goes too long without engaging in her 
art practice she gets: 
quite frustrated and a little bit depressed, almost. There have been 
EUHDNVZKHUH,KDYHQ·WFUHDWHGZRUNIRUTXLWHDZKLOHDQGLW·V
horrible, actually. (Deborah, Folkestone) 
Kate claims that practicing as an artist requires her to commit emotional and spiritual 
resources to her art work, resources which can be diverted by other kinds of necessary 





demanding. (Kate, Folkestone) 
Research participants, then, speak of an emotional significance or investment in their 
practice whereby their work as artists is intimately related to their well-being. These, 
perhaps, serve to also demonstrate the negative affective aspects of cultural work which 
DUH ¶not incidental features of the experience of cultural labour; they are toxic, 
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individualized but thoroughly structural features· *LOO 	 3UDWW   :RUN FDQ
WKHQ EHFRPH ¶SDWKRORJLFDO· +HVPRQGKDOJK DQG %DNHU   VXJJHVW WKDW ¶HYHQ
allowing for peRSOH·V GLIIHUHQW GLVSRVLWLRQV DQG GHVLUHV· SURPRWLQJ ZRUN WR VXFK D
FHQWUDOVWDWXVPD\SURGXFH¶XQEDODQFHGDQGHYHQPLVHUDEOHOLYHV·  
The narratives these issues were expressed in, however, were often mainly positive. For 
respondents, art practice was viewed as a means of personal development and self-
realisation. Helen notes an element of compulsion in her work but also describes her 
work as an artist as enriching, making her life and that of her partner more meaningful: 




poorer, for it. (Helen, Folkestone) 
6KHLVDOVRFOHDUWKDWVKHKDGXQGHUWDNHQKHUWUDLQLQJDVDQDUWLVW¶very much for myself 
as a personal journey, rather than it beiQJDQ\NLQGRIFDUHHUGHFLVLRQ· 
Helen, however, came to work as an artist as a mature student, complHWLQJ DUWV·
bachelors and masters programmes in her late 40s and early 50s, and her attitude to 
working as an artist may be affected by this. Yet, even where a career as an artist is the 
desired outcome it is similarly described. Claire notes the importance of art in providing 
a sense of fulfilment for her, engaging in art practice being something that she will not 
and cannot refrain from doing: 
I know for personal experience that in order for me to feel fulfilled 
>«@ Whether this works in terms of financiaORUQRWLW·VQRW
VRPHWKLQJ,·PJRLQJWRVWRSGRLQJLW·VVRPHWKLQJWKDWPLJKWFKDQJH
EXWLW·VVRPHWKLQJWKDW,KDYHWREHGRLQJ (Claire, Margate) 
Claire goes on to situate her practice as part of how she hopes to live a good life, that is, 
it is important to her that her working life can make her happy: 
,MXVWNHHSWKLQNLQJOLIHLVILQLWHDQGLI\RXGRQ·WGRZKDWZHZDQWWR
do when do we do it? If not now, WKHQZKHQ"6R,·PLQDSUHFDULRXV
VLWXDWLRQEXW,WKLQNWKDW,·YHJRWWRPDNHLWLQWRVRPHWKLQJZKHre 
,·PKDSS\,ZDQWWREHGRLQJZKDW,·PGRLQJRWKHUZLVHZKDW·VWKH
point? (Claire, Margate) 
As such, while acknowledging ways in which it might be problematic, Hesmondhalgh & 
Baker (2011) suggest that cultural labour can still offer: 
genuine possibilities for self-UHDOLVDWLRQ«>Cultural workers] find in 
their occupations ways of fulfilling potential and developing talents 
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that give them a sense of purpose and meaning in their lives. 
(Hesmondhalgh & Baker, 2011: 141) 
For respondents, working as an artist offers an opportunity to construct a valued and 
meaningful narrative about their life course, and about their identity. 
8.1.2 Art and Identity 
For respondents, being an artist was often discussed as central to their identity. Several 
artists viewed this in essentialist terms: that is, they understood art as being a natural 
DQG LQWULQVLF SDUW RI WKHLU VHOI DQG WKH IXOILOPHQW RI DQ ¶LUUHVLVWLEOH HPHUJLQJ WDOHQW·
(Røyseng et al. 2007: 5). Anthony contextualised his inherent nature as artist within a 
historical frame: 
My great grandfather was an artist in Sussex. He was a watercolour 
DUWLVWKHZDVQ·WSDUWLFXODUO\ZHOONQRZQEXWKHGLGRND\DQG,MXVW
WKLQNLW·VVRPHWKLQJWKDW\RX·UHERUQWRGR$QWKRQ\0DUJDWH 
&ODLUHVLPLODUQRWHVWKDWDUW¶DEVROXWHO\·RFFXSLHV a central aspect to her identity and that 
this stems from her childhood: 
Right from when I was little. We had paper and scissors and pens 
and crayons and everything around the house. I remember when I 
ZDVUHDOO\\RXQJ,FXWP\VLVWHU·VKDLUFXWPXP·VFORthes up. >«@ I 
KDGDXUJHWRPDNHVRPHWKLQJQHZRUWRFKDQJHWKLQJV«WKHZD\
they looked. To think I could do things with my hands, right from 
when I was really young. >«@I have to be doing something creative, 
DQGWKDW·VWKHZD\,·YHDOZD\VEHHQ (Claire, Margate) 
Jill uses similar language, describing how, while working as a nurse, there was a:  
QDJJLQJWKLQJWKDW«PD\EHDQXUJHVRPHWKLQJWKDW\RXIHHOWKDW\RX
ought to do >«@ Yeah, it was there. And I think that was part of why 
I stopped the nursing and went away to France and had that 
headspace and had that sketchbook with me and started drawing 
again. (Jill, Margate) 
Being an artist, then, for these respondents, may be understood as an essential 
GLVSRVLWLRQWKDWFDQSUHVHQWLWVHOIDVDQ¶XUJH·WRHQJDJe in art practice: that art has come 
WR EH QRUPDOLVHG LQWR DIIHFWLYH DQG HPERGLHG H[SHULHQFHV RI ¶VHOI-feeling that is 
structurally essential to subjectivity· /XPVGHQ: 61). Pat describes her route into 
becoming an artist in different terms in that she does not use the same language of an 
¶LQQDWH·GULYH\HWLQFRPPRQZLWKRWKHUUHVSRQGHQWVVKHVWUHVVHGKRZWKHUROHRIDUWLVW
assumed a vital aspect of developing her sense of self. While she had practiced when 
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younger it was boredom and overall dissatisfaction with her career teaching sociology 
and psychology that led to her pursuing art, now art is: 
KRZ,GHILQHP\VHOI7KDW·VZKDWRFFXSLHVDORWRIP\WKLQNLQJWLPH
And sometimes LW·VGLIILFXOWZKHQ,·PGLVWUDFWHGDWKRPHEHFDXVH
you know, I want to EHWKLQNLQJ«>«@if you got a really nubbly 
[complex] SUREOHP\RXGRQ·WZDQt to be thinking about getting the 
shopping in for a week, or taking the car to the garage or whatever, 
\RXMXVWGRQ·WGR\RX"<RXMXVWZDQWWREHJHWWLQJRQZLWKWKLV
SUREOHP7KDW·VKRZ,JHWVRPHWLPHV7KDW·VDELWRIDQDGPLVVLRQWR
being obsessed. (Pat, Margate) 
From these quotes it is possible to discern a deep identification with their roles as art ists 
wherein differences between the individual and their labour is collapsed: artwork is 
described as a natural and definitive part of their lives. As Kate noted when discussing 
WKHUHODWLRQVKLSEHWZHHQKHUSUDFWLFHDQGKHUVHOI¶WKHWZRDUHWKHVDPH·  
For two respondents, both in their 50s, being an artist was a significant component in 
how they constructed the narratives of their lives. Despite setbacks and struggles in 
their careers, it has remained a valued and central part of their identities. For Nicholette, 
EHLQJDQDUWLVWZDV¶WKHPRVWLPSRUWDQWWKLQJ· 
I think that the thing is I can say Look, I have survived as an artist. I know 
WLPHVDUHGLIILFXOWULJKWQRZEXW,·YHVXUYLYHGE\P\ZLWVDQGMXJJOLQJ [«@ ,·YH




5LFKDUGVLPLODUO\QRWHVWKDW¶painting is the most important thing·+DYLQJZRUNHGas an 
artist for much of his adult life, this role has afforded him a sense of personal 
satisfaction:  
,·PQRZDQGKDYHEHHQGRLQJSDLQWLQJVLQFH,ZDVILYHEXW
seriously since I was in my late 20s. And you sort of think Is this as far 
DV,·YHJRW"$Qexhibition in little Folkestone? >«@%XW for me >«@ the 
EHQHILWLVSOHDVXUHLQZKDW,·PGRLQJ >«@Someone said to me ´Oh 
\RXGRQ·WUHDOLVHKRZOXFN\\RXDUHWRKDYHWKHDELOLW\WRGRWKDWµ 
$QG,WKLQNWKDW·VWUXH,GRORRNDWLWDWWLPHVDQG,WKLQNZKDt else I 
might be doing. I always find myself back at painting again. 
(Richard, Folkestone) 
It is possible to discern art as coming to occupy an important, even central, role in 
DUWLVWV· LGHQWLWLHV WKHLU VHQVH RI VHOI DQG WKH QDUUDWLYHV WKH\ WHOO DERXW WKeir lives. In 
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contrast to FRQWHPSRUDU\ DFFRXQWV RI ¶SUHFDULRXV· RU ¶SRVW-Fordist· ODERXU RI ZKLFK
creative workerV DUH SURIIHUHG DV ¶LGHDO· examples) that emphasise a decline of work-
based identities (Bauman, 2000; Standing, 2011a; Strangleman, 2007), ¶DUW· PD\ EH
YLHZHGDV WKH ¶JHQUH·RU ¶QDUUDWLYH-PRGHO·E\ZKLFKSDUWLFLSDQWV DUH DEOH WR UHIOHct on 
their past experiences (Ezzy, 2000; Ricoeur, 1991).   
7KLV LV LPSRUWDQWZKHQFRQVLGHULQJ ODERXU DV ¶JRRGZRUN· WKDW LV ¶LQSDUWGHILQHGE\
the content anGIRUPRIWKHVWRU\WKDWDSHUVRQWHOOVDERXWWKHLUH[SHULHQFHRIZRUNLQJ·
(Ezzy, 1997: 441). WKHUH VRPH FULWLTXHV RI FXOWXUDO ZRUN HPSKDVLVH WKH ¶thoroughly 
structural·*LOO	3UDWWQHJDWLYHDIIHFWLYHIHDWXUHVRIVXFKODERXUVXFKDVDQ
unbalaQFHG¶RYHU-LGHQWLILFDWLRQ·ZLWKZRUNWKHVHTXRWHVGHPRQVWUDWHWKHLPSRUWDQFHRI
¶DUW· DQG EHLQJ DQ ¶DUWLVW· LQ WKH LGHQWLWLHV RI UHVSRQGHQWV 7KHLU DFFRXQWV FDQ EH
understood as using discourses of work and career in relation in their own senses of 
self, WKDW LV WKH\RSHUDWH DVSDUWRI WKH FRQVWUXFWLRQRI WKHLU ¶QDUUDWLYH -LGHQWLWLHV· WKDW
can provide a sense of continuity and meaning to their life story and provide a template 
for future action (Ezzy, 2000; Mische, 2009). This can be discerned in the ways that 
Nicholette and Richard were able to reflect back on their lives and the central role that 
being artists has played, in the importance Kate places on the integrity of her practice, 
and in the sense of progress Claire finds in her work. 
Art practice, then, may be viewed as a means of self-realisation: of personal 
development and fulfilment. These concepts may EHFULWLFLVHGDV¶not far removed from 
narcissistic forms of competitive individualism· (Hesmondhalgh, 2010: 239). Yet art 
practices and the meanings derived from them cannot be understood as hermetically 
produced. Rather, respondents necessarily draw upon their cultural and social contexts 
to construct art as a worthwhile practice. Thus, the following section will examine how 
GHILQLWLRQV¶DUW·DQG¶DUWLVW·DUHFRQVWUXFWHG 
8.2 ĞĨŝŶŝŶŐ ‘ƌƚ ?ĂŶĚƚŚĞ ‘ƌƚŝƐƚ ? 
$VGLVFXVVHGLQ&KDSWHU)LYHZKDWLWPHDQVWREHDYLVXDO¶DUWLVW·DQGZKDWLVGHILQHGDV
¶DUW· UHPDLQV FRQWHVWHG $V %RXUGLHX DUJXHV WKH ILHOG RI FXOWXUDO SURGXFWLRQ LV QRW D
static entity available for study but rather is: 
WKHSURGXFWDQGSUL]HRIDSHUPDQHQWFRQIOLFW«WKHJHQHUDWLYH
XQLI\LQJSULQFLSOHRIWKLV´V\VWHPµLVWKHVWUXJJOHZLWKDOOWKH
FRQWUDGLFWLRQVLWHQJHQGHUV«(Bourdieu, 1993: 34) 
7KLVLVUHIOHFWHG LQ UHVSRQGHQWV·GLVFXVVLRQRI WKHYDULHGGHILQLWLRQVRIEHLQJDQ ¶DUWLVW·
ZKDW LW PLJKW PHDQ WR EH D ¶SURIHVVLRQDO· DUWLVW DQG DVVRFLDWHG ZLWK WKLV WKH PXWDEOH
borders of what constitutes their art practice. The broadness of possible definitions allows 
for many people to be called, and call themselves, artists but that same broadness creates 
uncertainty. Roy places this in a historical perspective, commenting that whereas in the 
past the role of artists was defined ² ¶,IVRPHRQHZDVDQDUWLVWLQWKHVHYHQWHHQWKFHQWXU\
WKH\KDG«DSURSHU MREEHLQJDQDUWLVW<RX·GEHDSRUWUDLWDUWLVW>«@·² contemporary 
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DUWLVWV ODFN WKDW FHUWDLQW\ 7KHUH LV QR FHQWUDO DXWKRULW\ WR GHILQH ¶DUWLVW· LQVWHDG LW LV D
VREULTXHW DSSOLHG DV WKH UHVXOW RI WKH ¶FRQMXULQJ WULFN RI PDNLQJ WKH WKLQJ >«@
encouragLQJSHUVXDGLQJSHRSOHWKDWZKDW\RX·YHGRQHLVLPSRUWDQW·5R\ Margate). 
Duncan, a photographer, reflected on an incident where he felt different definitions of 
ZKDWFRQVWLWXWHVDQ¶DUWLVW·ZRUNHGDJDLQVWKLPZKLOHORRNLQJIRUVKDUHGVWXGLRVSDFHLQ
Margate: 
I did go see DVSDFHLQDQRUJDQLVHGDUWLVWFRPPXQLW\EXW«WKH\
were only sort of interested in sort of what they see as fine artists, so 
I got rejected for that one which is a bit of a shame. >«@I think they 
were looking people who only did it full time, maybe? Or, you know, 
were actually creating sculpture and paintings and things like that. 
>«@ ,PLJKWEHZURQJEXW,WKLQNPD\EHWKH\GLGQ·WUDWH
photography as that artistic? (Duncan, Margate) 
This highlights several competing aspects to definitions of who is an artist and what is 
art: the medium in which the putative artist works; their approach to their practice 
(highlighted here by a concern with whether they were full-time or not) and the role of 
others in confirming, or otherwise, their status as artist. As noted below, education and 
WUDLQLQJFDQDOVRSOD\ DQLPSRUWDQW UROH LQGHILQLQJ WKH VFRSHDQGPHPEHUVKLSRI ¶DUW
ZRUOGV· 
8.2.1 Hierarchies of Art 
One respondent, Roy, has an art practice that engages with memory and history 
through drawing (Figure 30). He points out that to making judgements about what 
FRQVWLWXWHV¶DUW·DQGWKHUHODWLYHYDOXHRIGLIIHUHQWSLHFHVFDQEHDIUDXJKWHQGHDYRXU+H
comments that: 
it FDQEHDELWGHPRUDOLVLQJZKHQ\RX·UHFRPSHWLQJ>in commercial 
galleries] with papier-PkFKpVHDJXOOVRUVRPHWKLQJ7KHUH·VQRWKLQJ
ZURQJZLWKWKDWEXW\RXNLQGRIGRXEW\RXUVHOI´What is different 
about it then?µ %HFDXVHLIRWKHUSHRSOHGRQ·WVHHWKHGLIIHUHQFHLVLW
just me being a bit deluded, or something? Then you go on the 
GRZQZDUGVSLUDOWKLQNLQJ´Oh it is a bit sillyµ (Roy, Margate) 
This quote demonstrates the lack of an objective basis on which to measure the intrinsic 
YDOXH RI WKH ZRUN WKDW LV SURGXFHG RU HYHQ DV %HFNHU   QRWHV ¶whether 
SDUWLFXODUREMHFWVRUHYHQWVDUH´UHDOO\DUWµ·+RZHYHUYDOXHMXGJPHQWVDUHPDGH:KLOH




Figure 30 Roy Eastland  W Tuesday 22nd November 1983 
Such a product represents the decorative or saleable, properties to which respondents 
often expressed an aversion or disinterest. Indeed, economic motives were often 
discussed as especially antithetical to the integrity and quality of arts practice, with many 
respondents asserting the distinction between commercial and non-commercial work. 
This aligns with Romantic notions of the artist auteur DQGWKH¶JROGHQOHJHQGRIFUHDWLRQ·
wherein artists rebel against commercial utilitarianism (Menger, 2006: 801). For 
example, I asked Claire whether she modified her work or restrained her work to ensure 
it is commercially viable: 
No. No. At a point when I was making the [greetings] cards, there was 
an awareness in the back of my mind that maybe I should start 
PDNLQJVRPHWKLQJVWKDWDUHEULJKWHULQFRORXUEHFDXVHWKH\·UHDELW
like sweeties. You pick them off the shelf, and they need to shout at 
people. So there was a little bit of that. But I think that harmed the 




to have those >«@&ODLUH Margate) 
Claire, then, views her work as being harmed by altering her practice to meet the 
demands of the art market. Anette is similarly suspicious of the commercial constraints 
in her work: 
LI,UHDOO\ZDQWHGWR,FRXOGPDNHVRPHFRPPHUFLDOZRUN,FDQ·W
ZDQWLWWKDWPXFKEHFDXVHRWKHUZLVH,·GGRWKDW,W·VPRUHLPSRUWDQW
to me to produce something that I feel is true. >«@ ,W·VEHHQJRLQJ
UHDOO\GHFRUDWLYHEHFDXVH,WKLQN,·PWrying to be commercial despite 
myself. (Anette, Folkestone) 
 
Figure 31 Anthony Giles  W A Squall Off Margate Harbour 
7KLV HWKRV RI ILQDQFLDO PRWLYDWLRQV EHLQJ VXERUGLQDWH WR WKH SURGXFWLRQ RI ¶ILQH DUW·
holds even for respondents who might be viewed as producing work that is both 
commercially viable and, moreover, popular. For example, Anthony mainly produces oil 
paintings of the seascapes around the Thanet coast, they often sell quickly through 
Margate Gallery or are commissioned pieces. Even for him, financial rewards remain as 
a secondary goal as he describes wanting to paint and wanting to produce a body of 




Figure 32 Anette Bjorholm  W  Amber  
2QHUHVSRQGHQW'LDQHH[SODLQHGWKDWWREHDQ¶DUWLVW·VDUWLVW·\RXFDQQRWPDNHZRUNWR
VHOO¶EHFDXVH\RX·UHFRPSURPLVLQJ\RXUVHOI·5XWKVLPLODUO\GLVFXVVHGWKHUDQJHRIZRUN
she sells to Liberty1, whiFK WKRXJK ¶LW·V VWLOO JRRG TXDOLW\ SULQWPDNLQJ LW·V QRW« ,W LV
PRUHFRPPHUFLDO·&RPPHUFLDOLW\WKHQFDQGHJUDGHWKHDUWLVW·VSRVLWLRQZLWKLQWKHILHOG
of fine art, affecting their marketability as artists rather than as cultural workers per se. 
Moreover, there are canonical hierarchies of academic art (see Bourdieu, 1993: Ch. 9 for 
the French example). While these were not directly discussed by the artists interviewed, 
respondents did distinguish certain styles and media as generally failing to meet the 
standards and values to which they operate and understand as desirable in their 
accounts of what art is and what artists do. The prime example here would be the status 
of watercolours ² especially of landscapes ² that for many respondents can be seen as 
amateurish, unadventurous and old-fashioned.  While Pat was running the Harbour 
Arm Gallery in Margate, working with artists who wanted to hire the space for 
                                                   
1 A high-end department store in London. 
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H[KLELWLRQ VKH ZRXOG WU\ WR ¶VLGHOLQH· ZDWHUFRORXULVWV DV VKH ZDQWHG WR HVWDEOLVK WKH
space as having a reputation for: 
FKDOOHQJLQJFRQWHPSRUDU\DUWJRRGTXDOLW\FRQWHPSRUDU\DUW,GRQ·W
want to have a show of small watercolours of local scenes. It just 
ZRXOGQ·WEHULJKW (Pat, Margate) 
A similar view was expressed by Nicholette who views watercolours as failing to 
GHPRQVWUDWHD¶level of understanding about the contemporary art world ·,QKHUUROHDV
art teachers when Nicholette comes across those who would want to paint watercolour 
ODQGVFDSHVVKHKRSHVWR¶stretch their ideas a bit more, and be a bit more adventurous 
ZLWKZKDWWKH\ZRXOGGR·1LFKROHWWH)RONHVWRQH3DWDQG1LFKROHWWHKRZHYHUQHYHU
say that watercolourists are not artists or that what they produce is not art ² indeed, 
across the sample it was common for respondents to question their own status as artists 
EXWQHYHU UHIXWH VRPHRQHHOVH·VSRVLWLRQDV VXFK 1HYHUWKHOHVV DKLHUDUFK\ ZDVEHLQJ
HQDFWHGZLWKWKHQRWLRQRIEHLQJ¶HQJDJHG·ZLWKFRQWHPSRUDU\DUWFHQWUDOWRVRPHRQH·V
OHJLWLPDWLRQDVD¶SURIHVVLRQDODUWLVW· 
8.2.2 A Professional Artist? 
While there is no central authority that can accredit one as a professional artist, or clear 
definition of what being a professional in this context might mean, many respondents 
still applied the term to themselves and their work, or used the concepts of 
professional, and amateur, in their discussions. 
$QHWWH GHVFULEHG D ORFDO DUWV JURXS DV ¶DPDWHXU· ZKHQ DVNHG DERXW WKH GLIIHUHQFH
EHWZHHQ DPDWHXU DQG SURIHVVLRQDO DUWLVWV VKH UHVSRQGHG WKDW LW ZDV D ¶KRUULEOH
TXHVWLRQ« JRG NQRZV· :KLOH VKH ZDV QRW FRPIRrtable assuming the title of 
professional for herself she understood her work as something more than amateur as it 
KDVDJURXQGLQJLQ¶DUWWKHRU\SUDFWLFHDQGFRQWH[W·)RU'HERUDKDSURIHVVLRQDODUWLVWLV
VRPHRQH ¶who takes it seriously and has an engagePHQW ZLWK WKH DUW ZRUOG ,W·V WKH
LQWHQW RI ZKDW \RX·UH WU\LQJ WR JR ZLWK· 0DWW VWUHVVHG WKH LPSRUWDQFH RI KDYLQJ D
¶FULWLFDOHQJDJHPHQW·HFKRLQJWKHLPSRUWDQFHRI ORFDWLQJZRUNZLWKLQDQGUHVSRQGLQJ











Figure 33 Matt Rowe  W Beyond Serial 25 
From these quotes it is possible to point to distinctions being drawn between 
SURIHVVLRQDO DQGDPDWHXU LQ DFFRUGDQFHZLWK ¶UXOHV DQGFRQYHQWLRQVRI FRQWHPSRUDU\
DUWLVWLFSURGXFWLRQ·Wolff, 1982: 65). For these respondents, professional work has to 
be produced in accordance with, and display, a knowledge of a particular vocabulary ² 
DV LQ WKH UHSHDWHG XVH RI WKH ZRUG ¶HQJDJHG· WR GHQRWH D SDUWLFXODUO\ GHVLUDEOH
orientation towards the consumption, production and theory of art: 
>«@I try and create a space where people will engage with something 
WKH\·YHQHYHUHQJDJHGZLWK (Diane, Folkestone) 
>«@SURGXFLQJZRUNWKDW·VFULWLFDOO\HQJDJHG. (Matt, Folkestone) 
>«@which I think is really important, to kind of keep you engaged 
ZLWKZKDW·VJRLQJRQ. (Nick, Margate) 
Such understandings of professionalism, however, only cover what artists produce. The 
issue of whether one was able to work full time as an artist came up in this context 
several times ²  respondents often had a portfolio of jobs, roles and activities, some of 
which, while not directly related to the act of artistic creation, are understood as part of 
their practice. As noted above, Duncan was concerned that he was not viewed as an 
artist because he was unable to commit to his practice full-time. Nicholette approaches 
the issue of being a professional in a different way: acknowledging she is unable to 
support herself financially solely on the basis of selling her art works she still considers 
herself professional because she approaches her practice in a professional manner and 
extends the role of a professional artist beyond the process of creation:  
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,GRQ·WPDNHDOLYLQJIURPP\DUWZRUN<RXNQRZ,FDQ·W>«@,·YH
sold some pieces but definitely not a living. But I consider that I 
approach all of my work and the people I work with professionally. 
$QG,·YHVWD\HGZLWKLQP\SURIHVVLRQWRHDUQP\LQFRPH$OWKRXJK
LW·VQRWVHOOLQJP\ZRUNLW·VVHOOLQJP\NQRZOHGJHDERXWDUWDQGP\
increasing knowledge about art, because I keep that updated, which 
you know is part of my professionalism. (Nicholette, Folkestone) 
When she engages in teaching workshops or other arts education roles she describes 
how, though not always, they can feed into, be part of and progress her art practice, and 
KHU UROH DV ¶WKH W\SHRI DUWLVW WKDW FRPPXQLFDWHV· ,QGHHG+HOHQSRLQWVRXW WKDW WKHUH
DUHPDQ\¶OD\HUV·DQGSRVVLEOH¶DYHQXHV·DQDUWLVWFRXOGSXUVXHVRWKDWVKHWKLQNVWKDW¶it 
FDQ·WEHGHILQHG«WKHDFWXDO MREFRnsidering it in terms of wRUN LW·VTXLWHZLGH9HU\
ZLGH·0RUHWKDQEHLQJZKROO\HQJDJHGLQFUHDWLQJSLHFHVRIDUWZRUNWKHQUHVSRQGHQWV
discussed their art practice as incorporating an array of other activities. How this relates 
to the different ways in which respondents make a living is discussed in Chapter Nine. 
8.2.3 Communities of Practice and the Influence of Place 
As the rules for legitimation as an artist cannot be objectively derived, definitions are 
constructed with reference to the standards or norms of the communities involved. 
Quotes in this section have shown that the medium an artist uses, their perceived level 
RI¶HQJDJHPHQW·ZLWKFRQWHPSRUDU\DUWSUDFWLFHDQGDWWLWXGHWRZDUGVFRPPHUFLDOLW\FDQ
all be deployed to include and exclude people from art worlds. It is important to note 
that definitions will also differ between art networks. In Margate and Folkestone there 
are multiple and overlapping heterogeneous communities and networks of artists. As 
discussed in the previous Chapter, the Folkestone Triennial and Turner Contemporary 
RSHUDWHZLWKLQZKDWVRPHUHVSRQGHQWVYLHZHGDVFORVHGQHWZRUNVRI¶ELJQDPH·DUWDQG
artists that did not extend to recognise the value of their art practice. Anthony noted 
how a Turner Contemporary open exhibition ² which took place in a temporary space 
before the new gallery opened ² IRFXVVHGRQ ¶FRQWHPSRUDU\ FUDS·QHJOHFWLQJ WRKRVW
¶DQ\GHFHQWSDLQWLQJV· 
Two gallery/studio spaces in Margate further highlight differences in approaches to art. 
LIMBO and Crate, appeared IURP RQH RXWVLGHU·V SHUVSHFWLYH WR EH FORVHG EHLQJ
GHVFULEHGDV¶P\VWHULRXV·DQG¶FOLTXH\·E\5R\ZKRIXUWKHUVXJJHVWHGWKH\DUH  
used by kind of people who are lecturers or insiders into that world 
where it seems really important to write something in Artists 
Newsletter RUVRPHWKLQJ«ZKHUHLWVHHPVWKDWWKDW·VWKHSRLQWRI
being an artist, to call yourself a curator or have something in AN. 
)RURWKHU UHVSRQGHQWVKRZHYHU WKHVH DUH ¶IDQWDVWLF· .DWH)RONHVWRQH DQG ¶DPD]LQJ
VSDFHV· 'LDQH )RONHVWRQH WR EH HPXODWHG LQ )RONHVWRQH DV ¶institution[s] with a 
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PLVVLRQ VWDWHPHQW WKDW·re run professionally and feed into other networks· 0DWW
Folkestone). Matt went on to describe the, if not competing then at least divergent, arts 
communities in Folkestone: 
TKHUH·VYDU\LQJOHYHOV >«@<RX·YHJRW)RONHVWRQH$UW6RFLHW\ >«@ 
who can be very rude but mainly do their own thing. And fair 
HQRXJKWKH\GRZKDWWKH\·UHGRLQJWKH\KDYHWKHLURSHQDQG
ZKDWQRW7KHQ\RX·YHJRW)$&ZKLFKLV)RONHVWRQH$UWV&ROOHFWLYH
that started up about the same time I started Club Shepway. They 
originally wanted to merge and I was like ´/RRNZH·YHJRW
completely opposing ideals here. I want to run a loose collective that 
puts on contemporary events, but you want to run an overarching 
bRG\WKDWDSSOLHVIRUIXQGLQJWRUXQDQDUWV·TXDUWHUµ 
7KHVH TXRWHV GHPRQVWUDWH DV %HFNHU VXJJHVWV WKDW DUW ZRUOGV ¶GHYRWH FRQVLGHUDEOH
DWWHQWLRQWRWU\LQJWRGHFLGHZKDWLVDQGLVQ·WDUWZKDWLVDQGLVQ·WWKHLUNLQGRIDUWDQG
ZKRLVDQGLVQ·WDQDUWLVW· 
These networks, however, can prove invaluable. Duncan noted that being around 
0DUJDWH·V 2OG 7RZQ DIIRUGHG KLP WKH RSSRUWXQLW\ EHFRPH ¶part of a network [where 
people are] DOO ZLOOLQJ WR KHOS HYHU\RQH·V WU\LQJ WR KHOS HDFh other and promote each 
RWKHU·(YHQWKHH[SHULHQFHRIEHLQJH[FOXGHGIURPWKHDUWLVWV·VWXGLRVZDVGLVFXVVHGDV
a positive as it VSXUUHG KLP WR FKDQJH KLV SUDFWLFH WR ¶start using other things, 
photography for different lens-based PHGLDPRUHH[SHULPHQWDOVWXII·The importance 
of arts communities is further exemplified by Pat who values the feedback she receives 
IURPKHUSHHUV:KLOHIHHGEDFNDQGUHDFWLRQIURPWKHSXEOLF¶LVQLFH·VKHIHHOVWKH\GR
not possess knowledge of the relevant standards and codes within which she wishes to 
ZRUN6KHYDOXHV WKHRSLQLRQRIKHUSHHUV DV ¶they can be more objective really. They 
can put it into a context >«@ 7KDW·V UHDOO\ LPSRUWDQW 7KDW·V UHDOO\ KHOSIXO·
(Pat, Margate). When they provide feedback that coincides with her feelings about an 
aspect of a piece, she says that it helps to build her confidence. For John, his practice is 
FRPSOHWHGQRWMXVWIRUKLPVHOIEXW¶LW·VLQWKHFRQWH[WRIWDONLQJWRRWKHUDUWLVWV·7KHVH
examples demonstrate how the social groups artists interact with provide frameworks 
for both supporting and shaping art practice ² in both the general sense of what an 
DUWLVWVGRHVDQGPRUHVSHFLILFDOO\DVDNLQGRI¶SUDFWLFH·WKDWLVD¶coherent and complex 
form of socially established cooperative human activity· ZKHUHLQ ¶goods internal to 
those forms of activity are realized in the course of trying to achieve those standards of 
excellence·(MacIntyre 1985: 187). 
These communities of practice are one example of the distinctive spatial properties of 
Margate and Folkestone that necessarily shape how, where and with whom artists work 
and socialise, contributing to individual narratives of being an artist. But as well as 
providing the social milieu in which production occurs, location can affect the content 
RI ZRUN ZKLFK FDQ FRPH WR LQFRUSRUDWH ORFDO LPDJHU\ )RU H[DPSOH 6KDQH·V DQG
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$QWKRQ\·VRLOSDLQWLQJVPRVWRIWHQGHDOWZLWK ORFDO VFHQHV DQG&ODLUHZDV VSHFLILFDOO\
asked to produce work incorporating local imagery for her first solo exhibition at the 
Margate Gallery ² RUHQJDJHZLWKORFDOWRSLFVVXFKDVLQ5R\·VVHULHVRIGUDZLQJVRIWKH
bombing of Tontine Street in Folkestone during World War I. There were also further, 
more prosaic concerns around studio access, size and cost. For Kate the size and type 
RI ZRUN EHFDPH UHVWULFWHG E\ WKH VL]H DQG DFFHVVLELOLW\ RI KHU VWXGLR ZKLFK ZDV ¶top 
floor and 78 steps up, it limits you in what kind of art you can do because you have to 
hoik everything up and down the stairs· .DWH Folkestone). As discussed in Chapter 
Seven, the cost of living means that being in Margate or Folkestone allow artists to 
continue to live and rent a studio relatively cheaply. Meanwhile, for Deborah, the 
location of her studio on Tontine Street was important as it was located close to her 
other job, affording her the opportunity to work in mornings and during lunch breaks.  
Place also affects the institutions artists can work with and the opportunities they are 
presented with. While artists from elsewhere are not precluded from participating in 
events, being located in the towns allowed respondents to take active roles in creating 
and reproducing arts scenes. For example, Nick is a key part of the (annual) Pushing 
Print festival in Margate while Jill was able to work with other artists to have an open 
house exhibition at her home as a Pushing Print fringe event. Similarly, in Folkestone 
the Triennial Fringe has provided opportunities for a number of respondents to present 
work and be involved in organising and curating events. Diane played an important role 
in this and described how, having moved from London, being in Folkestone provided 
opportunities to gain experience: 
,W·VDEODQNFDQYDVKHUH,WUHDOly is. Having worked to set the 
Folkestone Fringe up >«@ WKHH[SHULHQFH,·YHJDLQHGDVDUHFHQW
JUDGXDWHKDVEHHQDEVROXWHO\LQYDOXDEOHDQG,GRQ·WWKLQN,ZRXOG·YH
got that in London. (Diane, Folkestone) 
Matt is enthusiastic when he talks about community projects he has undertaken with, 
for example, Afghan refugees and in educational outreach ² both of which were 
contingent on his location within Folkestone. For him, without WKHVH ¶LQWHUHVWLQJOLQHV
of work [that@FRPHXS«,ZRXOGQ·WKDYHEHHQDEOHWRGHvelop my practice in such an 
DFXWHZD\· 
It is also possible to point to some general distinctions between the organisation of 
0DUJDWH DQG )RONHVWRQH·V DUW ZRUOGV :KLOH0DUJDWH KDV D ODUJH JDOOHU\ WKHUH KDV QRW
been a single prominent provider of studio spaces or other central organisation to bring 
WRJHWKHUDUWLVWV)RU3DWWKHQWKHDUWVVFHQHKDGUHPDLQHG¶quite splintered·,QFRQWUDst, 
GXH WR WKH &UHDWLYH )RXQGDWLRQ·V UROH LQ SURYLGLQJ VWXGLR VSDFH SDUWLFXODUO\ VKDUHG
space, in Folkestone it was possible to identify networks of artists that have emerged 
with denser connections, such as the White Shed group, at The Stables studios, various 
fringe events and the broad range of people who participated in the artist-led 
,QWHUQDWLRQDO:RPHQ·V'D\HYHQWV2f course, this is unevenly experienced. Anette and 
5LFKDUG ZLWK VWXGLRV LQ )RONHVWRQH·V &UHDWLYH 4XDUWHU QRWHG WKDW WKHLU FRQWDFW ZLWK
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other artists was quite limited, with Richard saying that when he moved to the area he 
WKRXJKWWKHUHZRXOGEHD¶FRPPXQLW\RIDUWLVWV%XWWKHUHLVQ·W·0HDQZKLOHLQ0DUJDWH
Nick is part of Resort Studios, which is bringing together artists and other cultural 
workers in a large communal space and has a role in organising Pushing Print. 
Despite these differences, however, it is important to note that in discussing what it 
means to be an artist there was very little to point to a sui generis Margate or Folkestone 
DUWLVW5HVSRQGHQWVXVHGVLPLODUW\SHVRI ODQJXDJHWRGHVFULEH¶DUWLVW· DQG¶DUW·DQGWKH
meanings they attach to these concepts (see Section 8.1) and it possible to point to 
VLPLODULWLHVLQIRUH[DPSOH$QWKRQ\·VDQG6KDQH·VZRUNWKDWWKULYHVRQWKHLUUHVSHFWLYH
locations in Margate and Folkestone as it engages with local landscape, or the career 
paths of Nick (Margate) and Matt (Folkestone) as each has taken advantage of local 
cultural networks and policy developments to forge career paths. Respondents, then, are 
embedded in broader framings around art and artistic production. It is possible to point 
to multiple possible reasons for this: in both locations most artists had moved in, or 
returned, to the area having lived in a range of both UK and international locations and 
almost the entire sample (with three exceptions) had undertaken higher education, in 
various art disciplines, up to at least bachelor·s degree level. Moreover, London, as a 
major UK and world art centre, being so easily access via high-speed rail services may 
be viewed as an important influence, inculcating its definition of what an artist is 
beyond its physical borders. A number of respondents were educated or previously had 
studios in London and others commented that making trips to London to see shows 
was a regular occurrence for them. Even for Duncan ² a photographer from Thanet 
DQG ZKR GLG KLV SKRWRJUDSK\ GHJUHH DW &DQWHUEXU\ &KULVW &KXUFK 8QLYHUVLW\·V
Broadstairs campus, just to the south of Margate ² London is significant: 
The important bit is making the effort to go to London and meet 
SHRSOHLQ/RQGRQ%HFDXVHWKDW·VZKHUHWKHFRPPXQLW\LVto be part 
of that network >«@'XQFDQ Margate) 
Being mobile and similarly educated, and the effect of being near London (the pre-
eminent UK art market) could all produce a trans-local definition as to what being an 
artist means ² WKDWLVWKHVKDUHGYDOXHVDQGQRUPVRIWKHVH¶FRPPXQLWLHV·LVSURGXFHG
with reference to extended spatial and social networks.  
The importance of Margate and Folkestone as sites of creative activity, then, may be 
understood in terms of the specific opportunities these sites present to artists, and in 
terms of the constitutive role they play in constructing what it means to be an artist. 
These are made in reference to broader framings, as ORFDOUHVRXUFHV DUH ¶derived from 
the larger discursive resources and then inflected with additional meanings by the 
contexts in which they are encountered or re-encountered·7D\ORU7KURXJK
the production of these towns as creative places ² and as a means by which this was 
done ² local networks have been established between artists, organisations, the built 
environment, culture-led urban policy and other actors. These operate alongside 
broader art world networks in which respondents are embedded, for example, in 
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University art departments, their knowledge of art history and particular art traditions, 
WKH /RQGRQ DUW VFHQH RU FUHDWLYH FLW\ GLVFRXUVHV $UW WKHQ ¶KDV FRQWLQXHG WR EH D
FROOHFWLYH SURGXFW· :ROII   LQ ZKLFK GHILQLWLRQV RI ¶DUW· DQG ¶DUWLVW· FDQ EH
understood as, per Becker (1982), a kind of communal phenomena: 
the interaction of all the involved parties produces a shared sense of 
the worth of what they collectively produce. Their mutual 
appreciation of the conventions they share, and the support they 
mutually afford one another, convince them that what are doing is 
worth doing. (p.39) 
Respondents both draw upon these resources in their individual understanding of what 
¶DUW· DQG ¶DUWLVW· DUH 0RUHRYHU WKH\ KHOS WR FRQVWUXFW Dnd reproduce these networks 
and, absenting any legitimating authority, reinforce the norms and standards of the 
communities in which they practice. 
8.3 Art   W A Kind of Good Work? 
Chapters Two and Four noted that artists are often assumed to typify ¶SRVW-FordiVW·
labour styles characterised by factors including the erosion of social bonds and a 
thorough individualisation that precludes work-based identities: 
When employed, they are in career-less jobs, without traditions of 
social memory, a feeling they belong to an occupational community 
steeped in stable practices, codes of ethics and norms of behaviour, 
UHFLSURFLW\DQGIUDWHUQLW\«6WDQGLQJa: 12) 
However, this Chapter has demonstrated that, for respondents, working as an artist can 
provide an integral part of their sense of self and draws upon shared contexts. As such, 
LWPD\EHYLHZHGDVFRQIRUPLQJWRGHILQLWLRQVRI¶JRRGZRUN·DVDNLQGRIODERXUWKDW
allows for self-UHDOLVDWLRQ LQ ¶a cultural and social context in which shared cultural 
discourses construct the work as worthwhile· +HVPRQGKDOJK   
Respondents incorporated discourses of art production into their autobiographies as a 
resource for the construction of their own narrative-identities, as a means by which to 
understand life stories as meaningful, rewarding and valued, and provide continuity and 
stability to them.  
,PSRUWDQWO\ WKHVH QDUUDWLYHV DUH QRW ¶IUHH ILFWLRQV· EXW UHSUHVHQW WKH SURGXFW RI ¶D
complex interweaving of the influence of social location, lived experience, narrative 
strategies, significant others, biographical history, cultural repertoires, and individual 
FUHDWLYLW\·(]]\. This Chapter has demonstrated some of the ways in which 
UHVSRQGHQWV· ODERXU LV VWUXFWXUHG IRU H[DPSOH that there are social norms and 
expectations as to what constitutes an artist and art practice, and respondents exhibited 
reflexivity about the exigencies of working as artists. Thus, the accounts of cultural 
work provided demonstrate that critiques of cultural labour should proceed in ways 
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sensitive to structuring effects, but not lapse into a determinism wherein workers can 
only be the bearer of objective (and oppressive) structures (du Gay, 1996; Gibson-
Graham, 1996; MacIntyre, 1985; Standing, 2011a). 
However, the experiences of economies (financial, aesthetic or otherwise) can call into 
TXHVWLRQKRZ ¶IUHH· DUWLVWV· ODERXU LV, and raise further issues of commodification and 
exploitation. There is need, then, to further explore the possibility of autonomous 





The previous Chapter demonstrated that art worlds are constituted through social 
resources (Becker, 1982; Wolff, 1981). The shared values, traditions and norms of these 
art worlds (or communities) operate as a resource for individual artists who are able to 
GUDZ XSRQ WKLV ¶FXOWXUDO DQG VRFLDO IUDPLQJ· (]]\   DQG UHODWe it to the 
construction of their narrative-identities. 
6XFK DQ DSSURDFK LV D PHDQV E\ ZKLFK RQH PLJKW DSSURDFK WKH ¶PLVVLQJ VXEMHFW·
SURYLGLQJVHULRXVFRQVLGHUDWLRQRIFRQWH[WDQGWKH¶contingency and subjectivity of the 
ODERXUSURFHVV· %DQNV  263))XUWKHUPRUH LWSURYLGHV DPHDQVE\ZKLFK ¶JRRG
ZRUN·FDQEHLPDJLQHGDV¶part of a life narrative in which current activities promise to 
lead into a desired and valued future· HPEHGGHG LQ ¶a cultural and social context in 
which shared cultural discourses construct the work as worthwhile· (Hesmondhalgh, 
2010: 239). However, this view is criticised by 2·'RKHUW\DQG:LOOPRWW (2001) as reliant 
on the notion of the ¶sovereign rational individual· S DQG D ¶VXEMHFWLYH ZLOO-to-
SRZHU·S0RUHRYHU they argue that, in late capitalism: 
The quality of any apparently good job, it seems, is, in reality, based 
on a seductive illusion of freedom. The possibility of a good life for 
anyone in this highly disciplined society seems even more distant. For 
all workers are, apparently, entranced by their own sense of personal 
self-identity and autonomy. (Hesmondhalgh, 2010: 240) 
Issues around autonomy can be viewed as central to discussions of cultural production, 
WKHFRQWHPSRUDU\¶:HVWHUQ·DUWWUDGLWLRQEHLQJlinked to, even defined by, two kinds of 
autonomy. First, as art separated from the relatively secure kinds of patronage afforded 
in the service of élite groups it came to be viewed as an autonomous domain where it 
could be pursued for its own sake (Wolff, 1981: 11). This was in the context of the 
(QOLJKWHQPHQW DQG ¶the development of capitalism, the public sphere, and the nation 
state·+ROWDQG/DSHQWDDQGIURPZKLFKDULVHVWKHFRQFHSWXDORULJLQVRIWKH
LGHDO ¶UHIOH[LYH ERXUJHRLV LQGLYLGXDO· 6econdly, then, is a notion of the autonomous 
LQGLYLGXDORQHZKR¶strived for the capacity and right to make his own rational choices 
about politics, taste, and the good life·7KLVZDVWDNHQXSE\WKH5RPDQWLFWUDGLWLRQDQG
deployed in opposition to what were viewed as the negative aspects of the 
Enlightenment, namely capitalist industrial development and the abasement of the 
DHVWKHWLFWRWKHPDUNHW7KHFRQFHSWZDVSDUWLFXODUO\DVVRFLDWHGZLWKWKH¶UHYHUHG·DQG
¶VROLWDU\·DUWLVWWKHSDUDJRQRI¶FXOWXUH·DJDLQVWDGHKXPDQLVLQJ¶FLYLOLVDWLRQ·0F*XLJDQ
2010: 326). While the focus of contemporary artistic production may have diverged 
from the bucolic idealism of Romantic painters and authors ² for example, shifting its 
lens to urban bohemia in the nineteenth century (Lloyd, 2010: 52) ² it remains the case 
that artists are often assumed to strive for, or represent, the autonomy of art and 
aesthetic value from that of the market. 
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%DQNVKLJKOLJKWVWKUHHFULWLTXHVRIDXWRQRP\WKDW LW LVD ¶SRVH·S wherein 
status-seeking behaviour undermines their autonomy; that, despite initial aspiration to 
DXWRQRP\¶workers are eventually reduced to mere personifications of labour, or simple 
bearers of class relations· S DQG WKDW DXWRQRP\ UHSUHVHQWV D ¶IDOVH IUHHGRP«
divested of any substantive possibility for challenging the structures and iniquitous 
effects of the capitalist labour process· S FI $GRUQR 	 +RUNKHLPHU 
%RXUGLHX0F*XLJDQ0F5REELH2·'RKHUW\	:LOOPRWW2001; 
see Chapter 3 for further discussion). Hesmondhalgh and Baker (2011) further discuss 
ambivalence in the development of aesthetic autonomy: as art became independent 
from patronage it also became dependent on the emerging control of capitalism. 
However, Holt and Lapenta (2010: 225) point to recent debates where autonomy is 
XQGHUVWRRG DV ¶constituted in complex relationships between« contradictory and 
XQVWDEOHIRUFHV·ZKLOH5RVVFRXQWHUVFULWLTXHVRIDXWRQRP\WKDWSRVLWLRQLWDVD
false freedom coupled to neoliberal ideals and the selfish neglect of other: he argues that 
DXWRQRP\¶LVQRWWKHRSSRVLWHRIVROLGDULW\·SEXWWKDW¶WKHKXQJHUIRUIUHHDJHQF\«
is a response to an authentic demand for a life not dictated by the cruel grind of 
excessLYHO\ PDQDJH ZRUN· S 7KXV DXWRQRP\ FDQQRW HDVLO\ EH FKDUDFWHULVHG DV D
positive or negative feature and, instead, Hesmondhalgh and Baker (2011: 63) argue that 
ZKDW LVQHHGHG LV ¶D FULWLFDO DFFRXQWRI FUHDWLYH DXWRQRP\ WKDW WDNHV DFFRXQWRI VRFLDO
juVWLFHDQGHTXDOLW\ZLWKLQDQGDFURVVGLIIHUHQWVRFLHWLHV· 
As such, this Chapter will discuss the constraints and determinants of working as an 
artist. It will explore the tension between a desire for idealised autonomous action and 
competing demands on iQGLYLGXDOV· WLPH DQG UHVRXUFHV VSHFLILFDOO\ ORRNLQJ DW WKH
effects of art markets, and the ways in which respondents were earning money. It will 
go on to suggest that art practices can develop in different ways to accommodate such 
pressures, constructing D NLQG RI ¶QHJRWLDWHG DXWRQRP\· WKDW RIIHUV D VSDFH IRU WKH
GHYHORSPHQW RI ZKDW PLJKW EH XQGHUVWRRG DV D ¶JRRG· MRE FRQVWLWXWHG ZLWKLQ DQ
embedded economy with sets of practices that operate, if not beyond, then, at least, 
alongside the demands of markets and competitive individualism (Banks, 2007; 2010; 
Booth, 1994; MacIntyre, 1985). This is not an attempt to elide the negative aspects of 
artistic labour but, rather, to suggest that the most strident critiques of contemporary 
cultural work fail as they ignore the individual and shared narratives of art practice 
reflexively constructed around external structures, and subjective meanings and values.  
9.1 Creativity, Economics and Limits to Autonomy 
Autonomy ² WKDWLVKDYLQJ¶the ability to determine the pattern and shape of their own 
lives· %DQNV   ² may, broadly, be divided into questions of flexibility and 
control. Flexibility concerns their ability to manage day-to-day activities, such as where 
and when respondents worked, for example, having the ability to meet competing 
demands, such as childcare commitments. Control is, perhaps, less quotidian, 
concerning having autonomy over the type and kinds of work that are produced, so that 
an individual is able to direct what they do so that it produces something they 
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understand as meaningful, valued or otherwise desirable (see Chapter 4; Hesmondhalgh 
and Baker, 2011: 40). This section, then, will explore the autonomy of the artist in two 
ZD\V WKURXJK UHVSRQGHQWV· GHVFULSWLRQ RI WKHLU UHODWLRQ WR DUW PDUNHWV, and of the 
waged and free labour in which they engage. These are important sites of discussion as 
they have a formative role in how respondents operate as artists and what they produce. 
First, however, it will make some points about the importance respondents placed on 
autonomy while discussing their practice. 
9.1.1 Importance of Autonomy 
Having control and flexibility was discussed by all respondents as important in their 
working lives and that working as an artist afforded them the opportunity for these 
kinds of autonomy. For respondents, autonomy as artists was often discussed in 
contrast to experiences or perceptions of other forms of work that were viewed as 
offering less autonomy. For example, Jill had been a school teacher but found herself at 
odds with the compromises she felt that this job demanded of her, leading her to 
TXHVWLRQ ZKHWKHU VKH FRXOG FRQWLQXH WR ¶ZRUN LQ D SODFH ZKHUH , GRQ·W XSKROG WKH
strategies or the ethos· WKDW LV DW DSODFHZKHUH VKHKDGOLWWOHFRQWURORYHUKHU ODERXU






environment because I have that autonomy [as an artist] to go and 
look at what I want to look at. >«@ ,GRQ·WOLNHEHLQJVWXFN
(Matt, Folkestone) 
Shane had a series of full time jobs prior to establishing himself as an artist, these 
included being a tour guide in Berlin and working in the marketing department of a 
food company. He compares his current working practice to those earlier experiences, 
placing the two aspects of autonomy alongside one another, pointing to everyday 
benefits of working as an artist alongside the control it affords him to explore and 
further his practice: 
when I look back to working in that office with all these people and I 
was a complete fish out of water. [But, being an artist] I can listen to 
the radio. I can try to do really, really difficult things [with my work] 
WKDW,·YHQHYHUVHHQSHRSOHDWWHPSW\RXNQRZ" >«@I come home, 
[and because] ,·PGRLQJH[DFWO\ZKDW,ZDQWWRGR,·PLQDJRRGPRRG
DOZD\V,GRQ·WFRPHKRPHDQGKDYHWRRIIORDGDORDGRIFUDSWKDW
someone else has given me. Plus I can be flexible if [my partner] needs 
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me to be home at half past five I can close here at five and be back. 
(Shane, Folkestone) 
Moreover, as discussed in Chapter Seven, some respondents were attracted to Margate 
or Folkestone because of the autonomy they understood it provided for them. For 
example, Duncan and Richard identified the towns as relatively inexpensive places for 
DFFRPPRGDWLRQ DQG VWXGLRV 7KLV PDNHV EHLQJ DQ DUWLVW ¶UHDOLVWLF· DIIRUGLQJ D FHUWDLQ
amount of both flexibility and control as financial pressures are reduced. Moreover, as 
¶HGJ\· ¶UDZ· SODFHV 0DUJDWH DQG )RONHVWRQH DUH SODFHV ZKHUH ¶\RX FDQ WU\ VWXII RXW·
(Duncan, Margate) independent of more established arts networks and institutions. For 
example, Matt explained his reasons for moving back to Kent from Wales, noting that 
he could gain control over the development of his practice. He explained that: 
I wanted to do it my way, independently. I wanted autonomy. And 
)RONHVWRQHJDYHPHWKDW>«Folkestone] did have an arts programme 
but not in the way [Cardiff did. In Folkestone] nothing was established, 
it was completely open. (Matt, Folkestone) 
Autonomy, then, was cited by respondents as important both in their practice and as a 
SRVLWLYHIDFWRULQWKHLUZRUNLQJOLYHV,QWKHUHMHFWLRQRIPRUH¶FRQYHQWLRQDO·ZRUNSODFHV
and work-practices for, what is understood to be, a more autonomous kind of labour it 
is, perhaps, possible to recognise the perception of cultural work as removed from the 
alienated world of mundane work (Oakley, 2009a). 
However, critiques of cultural work stress the limits to autonomy in an increasingly 
marketised sector which can be viewed as compliant with contemporary capitalism (e.g. 
McRobbie, 2002; Menger, 2006). In describing their experiences of being an artist, 
respondents described ways in which autonomy over how and what they produce was 
tempered by a range of external pressures. As such, while autonomy was discussed as 
LPSRUWDQWLQWKHLUZRUNLQJOLYHVLWZDVSRVVLEOHWRSRLQWWRZD\VLQZKLFKUHVSRQGHQW·V
autonomy was limited, constrained in ways that could appear to be contradictory to, or 
otherwise undermine positive interpretations of, the above. These limitations are 
discussed here, specifically in relation to art markets and how respondents made a living 
through their art practice and in other kinds of work. 
9.1.2 Markets and Art Practice 
Bourdieu (1996) argues that the autonomisation of art from systems of patronage has 
FUHDWHG¶new forms of dependence· (p.55); that where artists assume an anti-economic 
VWDQFH WKH\GR VR WRSURILW LQ V\PEROLFPDUNHWV DQG ¶cannot triumph on the symbolic 
terrain except by losing on the economic terrain· S For Bourdieu these issues 
would exemplify ¶WKHVSHFLILFFRQWUDGLFWLRQRIWKHPRGHRISURGXFWLRQZKLFKWKHSXUH
DUWLVWDLPVWRHVWDEOLVK·This market is not configured for economic profit but remains 
economic in logic and demands limitations over what is produced. He argues that 
autonomy is being undermined by a desire to present a particular image to an imagined 
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audience, which includes both members of the public and art world peers. As such, he 
suggests that artists can only really hDYHDXWRQRP\IURPDUWPDUNHWVZKHUHWKHUHLV¶QR
DXGLHQFHQRHFRQRPLFSURILW· 
Indeed, even when financial motives are discounted, imagined audiences still play a role 
in the production of art. As Nick noted, both art world peers and the general public can 
RIIHU SHUVSHFWLYHV WKDW KH YDOXHV LQ GLIIHUHQW ZD\V DV ¶WKH\·UH SUREDEO\ OLNHO\ WR
appreciate it for slightly different reasons·+LVSHHUVXQGHUVWDQGWKHWHFKQLFDODVSHFWVRI
his work, though he also values, perhaps more so, visceral responses from members of 
the public: 
DPHPEHURIWKHSXEOLFLVPRUHOLNHO\WRWDNHLWDWIDFHYDOXH«\RX
know, what it lookVOLNHDQGZKDWLW·VSRUWUD\LQJ>«@ my work is 
often quite humorous a lot of the time, so if someone laughs at 
VRPHWKLQJ,WKLQNWKDW·VSUREably one of the best responses that you 
can get, or that I can get. (Nick, Margate) 
For Pat, however, the feedback of peers is more important in directing her practice and 
allowing her to gain confidence in it: 
Some public come in and are, what I would say is, easily pleased or 
easily impressed. Simply because of that lack of getting close to art 
ZRUNIDPLOLDULW\ZLWKLW6R,NLQGRIGRQ·WYDOXHWKDWVRPXFK
:KHUHDVLI«IURPP\SHHUVLW·VLPSRUWDQWEHFDXVHWKH\FDQEHPRUH
objective really. They can put it into a context >«@ 7KDW·VUHDOO\
important. (Pat, Margate) 
It is possible to discern limits to control given production occurs in specific social and 
cultural contexts, and this often means that artists sometimes seek to orientate 
themselves away from economic markets. As Ruth comments, artists: 
FDQ·WHTXDWHPRQH\ZLWKVXFFHVV >«@,W·VPRUHLPSRUWDQWWRH[KLELW
and have your work out and about. That has to be your primary 
motivation. (Ruth, Margate) 
In this model, success comes from the quality of the work produced, not the shows and 
galleries exhibited in or the financial gains made via practice. Indeed, for Matt, not only 
FDQDUWLVWVQRWEH¶drawn in financially·EXW they also ¶pay for the privilege in some ways· 
In common with other interviewees, Kate explains that she produces work that is in 
keeping with her sense of what her practice is about or working towards, a view that 
might be characterised as deriving from the disinterested perspective associated with 
being a fine artist. However, there remDLQV D WHQVLRQ EHWZHHQ EHLQJ D ¶FXWWLQJ HGJH·
artist and the exigencies of paying bills: 
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I used to make more constructed works that went on the wall, and 
they sell really well>«@HDFKSLHFHZDVDURXQGDJUDQG6R,·P
thinking of doing something similar again. >«@ ,·PWRUQDWWKH
moment as to how to do it all. I could really do with some income 
\HW,·PZDQWLQJWRSOD\ZLWKVSDFHVWLOOEHFDXVH,WKLQNWKDW·VZKHUH
the interesting part of my work is, the cutting edge bit. 
(Kate, Folkestone) 
Kate, then, is aware of what will sell but equally wary of how producing work to sell 
might compromise her control over her practice. Her struggle with needing an income 
versus her artistic vision demonstrates how control can be impinged upon, and how 
economic considerations can come to have a direct effect over aspects of artistic 
production. This is further demonstrated by Anthony who described with passion the 
work he was producing ² contrasting elements, reflections and composition on 
seascapes inspired by Turner ² noting that he seeks to produce visually striking work or, 
DVKHSXWVLWVRPHWKLQJ¶WKDWreally goes ´Bangµ as soon as you walk in·<HWKLVUHDVRQV
for creating this kind of work, and particularly the choice of subject, can also be seen to 
include a financial logic: 




odd ones. I started painting Botany Bay [a local beach] and these big 
moody skies and cliffs lit up by sunlight and people started to buy 
those quite regularly. I sort of drifted into the seascapes a bit more. 
(Anthony, Margate) 
Later, while in his studio, he pointed to a work in progress that featured a beach with a 
dog playing in the surf. Referring to this Anthony noted that, as he works on the piece, 
the dog will ¶be a bit more Labrador-y because people like Labradors· 0DUNHWDELOLW\
then, can determine even the detail of his work and the feedback from exhibiting or 
selection to take part in events will have concomitant effects on the production of work 
whether by knowing what sells, in eliciting a response or recognition from other 
members of the art world.  
Indeed, marketing ² of both the art and the artist ² was discussed as an essential part of 
selling work. While some respondents were positive about how they were able to 
market their work and manage the business of being an artist, others were less sure 
whether their skill as artists was matched by requisite levels of commercial insight. 
Shane and Anthony, two of the most commercially successful artists I spoke to, were 
very focussed on how to boost their public professional profiles. In both cases they 
were willing to invest time in charitable work as a means of gaining press coverage: for 
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H[DPSOH$QWKRQ\GRQDWHGDSDLQWLQJWRDORFDOFKDULW\DQGUHDOLVHGWKDW¶this is a good 
way of doing some good work and getting my name out· 6LQFH WKHQ KH KDV GRQH
SURPLQHQWFKDULWDEOHDUWHYHQWVDURXQG0DUJDWH·V2OG7RZQ7KLV LVSDUWRIDEURDGHU
marketing push, including a website, social media and word of mouth promotion: 
,·YHJRWWKHZHEVLWHJRLQJDQG,·YHUHally pushed and pushed myself 
and blown trumpet a bit because you have to, I think. No one else is 
going to do it for you. (Anthony, Margate) 
However, for others this aspect of artistic labour proves more difficult. Considering her 
own position, Anette questions whether: 
0D\EH,·PMXVWWKHZURQJNLQGRISHUVRQWREHGRLQJLW? Maybe you 
MXVWQHHGPRUH«EXVLQHVVDFXPHQ"$QHWWH)RONHVWRQH 




idea of doing that, I find that really difficult. (Pat, Margate) 
As argued by McRREELHWKLVGHPRQVWUDWHVWKHLPSRUWDQFHRI ¶VHOISURPRWLRQDO
VWUDWHJLHV· S LQ GHYHORSLQJ D FDUHHU LQ FXOWXUDO SURGXFWLRQ )XUWKHUPRUH DV WKH
sector lacks formal networks and institutional frameworks for developing a career 
(Gollmitzer & Murray, 2008), McRobbie argues solutions to such structural issues are 
more often understood as individual or biographic. The valorisation of autonomy 
locates personal development entirely within the purview of the individual, operating as 
de-socialising mechanism, meaning that the question is for McRobbie (2002: 522) 
DOZD\V¶:KHUHKDYH,JRQHZURQJ· 
In cases considered so far the art market is imagined to consist of peers, private buyers 
and consumers. Alongside this is are public, arts council and charity sector funding 
streams. Applying to these organisations requires a sense of what another market 
requires, presenting projects that can be instrumentalised to the imperatives of their 
economic, social and political aims ² producing what Belfiore (2009: 348) cDOOV¶the type 
of bullshit that« has become orthodox in much of contemporary public and policy 
discourse around the social impacts of the arts· )RU 'LDQH ZKR KDG UXQ VHYHUDO
successful projects funded by local and national organisation, this means that there 
often must be a strong community element to the proposal. She expressed concern that 
this can mean that artists are running ostensibly art-based events or activities where the 
DFWXDODUWFRQWHQWLVPLQLPDORUFRPSOHWHO\ODFNLQJ6KHH[SODLQHGWKDW¶that projects are 
PRUH VNHZHG WRZDUGV FRPPXQLW\ EHFDXVH WKDW·V ZKHUH PRQH\ LV· OHDGLQJ KHU WR
question ¶:KHUH·VWKHDUW"+RZGR\RXJHWWKHDUWLQ"·'LDQH Folkestone). 
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She illustrates this with reference to bringing The Boat Project1 to Folkestone in 2012. For 
WKLV HYHQW WR UXQ VKH ZDV DEOH WR VHFXUH  IURP 6KHSZD\ 'LVWULFW &RXQFLO·V
Community Chest fund, a community group gave £4,000, the town council £1,500 and 
the Folkestone Harbour Company £2,000. This totalled a considerable amount but, as 
Diane noted, this covered: 
bunting making, banner making, kids making origami boats, that sort 
of stuff >«@There was a lot for the communit\>«@EXWthere was no 
DUW7KHUHZDVQ·WDQ\DUW. (Diane, Folkestone) 
These cases serve to demonstrate how markets ² either economic or political ² can 
have direct effects over what is produced and how. Respondents were wary of work 
produced specifically to sell but had to engage with commercial and non-commercial 
imperatives. These can play out in various ways, such as Anthon\·V GLUHFW XVH RI D
SDUWLFXODUEUHHGRIGRJWRDSSHDOWREX\HUVRU.DWH·VVWUXJJOHVRYHUVDOHDEOHZRUNDQG
KHU GHVLUH WR SXUVXH KHU ¶FXWWLQJ HGJH· SUDFWLFH 7KH\ UHSUHVHQW H[DPSOHV RI WKH
outcome of the encroachment of the market upon cultural production,  and the 
commodification of its products, that has persisted since the nineteenth century 
(Hesmondhalgh, 2007), and augmented by the use of art in instrumentalising cultural 
and urban policies (Belfiore, 2009; Oakley, 2009a; Peck, 2005). Indeed, such a 
perVSHFWLYHFRXOGVHUYHWRGLPLQLVKWKH¶P\VWLILFDWLRQ·RIDUWLVWLFZRUNLQWKH5RPDQWLF
WUDGLWLRQDQGGHPRQVWUDWHWKDW ¶DUWLVWLFZRUN OLNHRWKHUZRUN ORVHVLWVTXDOLW\DV´IUHH
FUHDWLYHDFWLYLW\µXQGHUFDSLWDOLVP·:ROII6XFKHIIHFWVVKRXOGEH  viewed as 
FORVHO\UHODWHGWRKRZDUWLVWV·PDNHDOLYLQJ 
9.1.3 Making Money 
As discussed above, for some there is an orientation away from the market and, as such, 
the structure of the field is predicated upon artists producing and exhibiting work for 
very little, or no, recompense. This perspective leads to a shyness or hesitancy about 
LVVXHV RI PRQH\ 5R\ KDG D SRWHQWLDO FXVWRPHU ZKR KDG ¶Eeen badgering me to sell 
VRPHGUDZLQJVWRKHUGLUHFWO\·\HW QRWHVWKDW¶because I was so shy asking for money I 
GLGQ·W· Kate was approached to undertake a residency on Romney Marsh and was 
HQWKXVLDVWLFDERXWWKHSRVVLELOLWLHVRIZRUNLQJLQWKHVSDFHEXWVKHQRWHVWKDWLWLV¶JRLQJ
WREHQRLQFRPHIURPWKDWDW DOO· ² RQWKHLVVXHRIIXQGLQJVKHVDLGLW LV ¶where I fall 
every time. ,KDYHQ·WVRUWHGWKDWRXW· 
Moreover, even selling work does not mean that the artist has made a profit on that 
SLHFH 5LFKDUG QRWHV WKDW HYHQ ZKHQ KH PDNHV D VDOH ¶\RX·UH EUHDNLQJ HYHQ LI \RX·UH
lucky·Therefore, before respondents could consider making a living from the sale of 
artworks, they had to consider the costs of production. Access to the correct 
equipment, purchasing materials and incidental costs, such as transportation, can prove 
expensive. Becker (1982: 58-9) points to a link between WKH VWDQGDUGVRI ¶DUWZRUOGV·
                                                   
1 See theboatproject.com for details. 
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and the equipment utilised. As discussed in Chapter Eight, for painters, relatively 
inexpensive watercolours are looked down upon in favour of more expensive acrylics 
and oils. Those working digitally need to produce costly high quality prints in expensive 
large formats, and having a studio ² and the costs associated with that including, not 
only rent, but transportation to and from it ² can be viewed as another financially 
burdensome investment required by artistic convention. Further incidental costs are 
incurred when artists want to exhibit work, including gallery rental, public liability 
insurance (a legal necessity), separate insurance for pieces on display (often omitted due 
to the expense), framing, and transportation of work to and from the exhibition space. 
Jill notes that such issues can affect control over production: 
When I was doing the MA I was spending a lot of money, like 
KXQGUHGVRISRXQGVRQSDSHUPDWHULDOV1RZ,GRQ·WKDYHDMREWKDW
has definitely affected what materials I use and the scale of work that 
I do. (Jill, Margate) 
Matt makes a similar point, noting that he has altered the materials he uses and the kind 
of work he undertakes to meet such demands, considering, for example: 
simple things like storage. Where do you keep everything once you 
PDNHLW",W·VVXFKDSDLQLQWKHDUVH<RX·YHJRWWRSXWLWVRPHZKHUH
and that costs you money. (Matt, Folkestone) 
These sunk costs have to be taken into account and new materials purchased. Ruth 
estimated that from one exhibition she put at least 50% of the money she took ² that is, 
gross of any costs ² back into buying more materials. Even for digital artists, like Claire, 
there are similar problems with making work profitable. She has to pay upfront for the 
limited edition print runs she sells and for the framing of pieces for the commercial 
galleries that hold her work: 
,I,MXVWKDGWRSD\IRUWKHSURGXFWLRQRIDSLHFHDQGLWVROG,·GPDNH
DERXWILIW\TXLGSURILWRQDSLHFH0D\EHPRUHLILW·VIUDPHG%XW,
GRQ·W. I have to pay for the production of several pieces, because they 
have to sit in a gallery on sale or return. So, while on an individual 
SLHFH,ZRXOGPDNHPRQH\>«@ ,·YHIUDPHGWKLUW\SLHFHVIRUWKLV
H[KLELWLRQ,WKLQN,·YHVROGILYHIUDPHGSLHFHVVRIDr which will 
SUREDEO\FRYHUWKHFRVWDFWXDOO\EXWLW·VOLNHEUHDNLQJHYHQDOOWKH
time. And I have to live to on something. (Claire, Margate) 
Asking respondents if they had ever figured out an hourly rate for the artworks they 
produce elicited responses VXFK DV ¶<RX·UH SUREDEO\ EHWWHU RII QRW GRLQJ WKDW·
(Nick, 0DUJDWHRU¶,W·VFUDS·$QWKRQ\ Margate). Indeed, for Anthony, pressures to pay 
bills can mean that he will: 
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just sell them for whatever people are prepared to pay for them to 
IRRWWKHELOOV,W·VDVWRXJKDVWKDWVRPHWLPHV,·YHVROGPHWUHVTXDUH
FDQYDVHVRI%RWDQ\%D\ZKLFKLW·VWDNHQPHWZRRUWKUHHGD\VWR
paint, for forty quid in the past. (Anthony, Margate) 
John, however, did proffer a figure for his hourly income. He noted that on a 
commission he sold for £400 he was working for around £3 an hour, less than half the 
UK National Minimum Wage at the time. Where artistic labour is being promoted as 
part of a new urban future for towns such as Margate and Folkestone, workers being 
paid £3 an hour raises both issues of fairness and sustainability (Oakley, 2009a: 50). 
Moreover, this apparently systemic low pay (McRobbie, 2002; Menger, 2006; Lee, 2013) 
can have negative affective consequences and, consistent with other research (Fantone, 
2007; Lee, 2008), it was the women in the sample most acutely affected. Almost fifty 
percent of female respondents were financially dependent on their partners, compared 
to zero for male respondents. Jill was concerned that they she was not doing enough to 
bring incRPHLQWRWKHKRXVHKROGDQGQRWHGWKDWVKHZDV¶relying on my husband at the 
PRPHQW,ZRQ·WEHDEOHWRGRWKLVLIKHGLGQ·WKDYHDMRE>«@ ,WKLQN,·YHKDGD\HDUof 
JXLOW·3DWHFKRHGGLVFRPIRUWWKDWKHULQFRPHIURPDUWZRUNFRXOGRQO\PHHWSDUWRIWKH
coVWV UHO\RQKHUSDUWQHU ZKR ¶HDUQV WKH PRQH\ >«@ ,·PQRWKDSS\ZLWK WKDW UHDOO\·
While not dependent on a partner, having moved to Folkestone Kate has found herself 
claiming various welfare entitlements, discussing her present situation in Folkestone in 
quite emotive terms: 
I hate being a leach on society, getting housing [benefit], you know? It 
UHDOO\XSVHWVPH%XW,GRIHHOWKLVLVDOOSDUWWRJLYHEDFN,·PWDNLQJD
lot but I hope to give back. (Kate, Folkestone) 
Furthermore, mirroring gendered income differentials, women were more likely to have 
their flexibility impinged on by issues around, for example, childcare. Of the eight 
respondents who had children it was the case that both men and women were active in 
childcare and that, at least partially, working as an artist allowed them flexibility to 
participate further ² such as Shane leaving work early or Duncan exploiting flexibility at 
work to care for his new baby. However, women were also primary caregivers, with 
implications on their work both in terms of what they could earn and the autonomy 
with which they could undertake it. For example, while Pat had three children who were 
all older and independent, she has been left still fulfilling childcare responsibilities with 
her grandchildren. While she was excited about reaching an age where her children are 
¶DOO DZD\ , FDQJHWRQZLWKZKDW ,ZDQW WRGR· VKH IHHOV VKHPXVW WDNHRQ WKHVHQHZ
FKLOGFDUH UHVSRQVLELOLWLHV DV VKH VWDWHV ¶LW·V WKDWTXLQWHVVHQWLDOZRPHQ·VJXLOWSUREOHP
about looking after KHUNLGVPDNLQJ VXUH WKH\·UH DOULJKW·1LFKROHWWH IRXQG WKDWZKHQ
VKHKDG\RXQJFKLOGUHQLWZDVGLIILFXOWDV ¶Hnergies and time get kind of distracted and 
VSUHDGWKLQO\8P«,·YHRIWHQWKHQVFDOHGP\SUDFWLFHWRVXLWWKHWLPH,KDGDYDLODEOH ·. 
Overall, it may be possible to characterise male respondents as finding time from work 
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for childcare commitments, whereas female respondents utilised flexibility to find time 
for work from childcare, giving credence to critics who suggest that:  
culturalized work may actually be inciting the formation of new, yet 
somewhat traditional, patterns of discrimination and inequality, 
rather than uniformly alleviating their more pernicious effects. (Banks 
& Milestone, 2011: 77) 
Anxiety about financial dependence points to a negative affective features that Gill and 
Pratt (2008: 15) understand to be a structural part of cultural work, and suggests ways in 
which artistic production is reproducing traditional social relations. 
9.1.4 Flexibility and Other Labour 
While flexibility ² relDWLQJ WR DQ LQGLYLGXDO·V FDSDELOLW\ WR LQGHSHQGHQWO\ GLUHFW ZKHUH
when and how they work ² was claimed by respondents as a valued part of their 
conditions of labour, this was contingent on many other factors. It was only in three 
cases that the production and selling of artworks was a significant source of income, 
and in only one case was it the sole source. As such, for these artists, making a living 
required a mixture of income streams from sources with various degrees of relatedness 
to cultural production.  
This given, all respondents, save two, had additional jobs through which they earned 
money to live on and sustain their work as artists. These jobs ranged from applications 
of their art knowledge and practice ² such as, running workshops, classes and projects ² 
through to tangentially-related jobs in, for example, framing or selling printing kits via 
the internet, to entirely unrelated activity as, for example, working as a cleaner or an 
office administrator. 
Additional (paid) work was often undertaken as a means of paying for living expenses 
but also provided for some respondents a way of asserting their independence, their 
SURIHVVLRQDOLVP RU LQ GRLQJ VRPHWKLQJ GHHPHG ¶ZRUWKZKLOH· RU ¶SURGXFWLYH· )RU
instance, Helen works part-time for a charity to cover her bills; as her work is not, as 
she put it, ¶immediately saleable·VKHQRWHVWKDWVKHIHHOVVRPHJXLOWWKDWVKHGRHVQRW
contribute, financially, to the household. Anette described the work she took on for her 
SDUWQHU·VSXEOLVKLQJFRPSDQ\ZKLFK WKRXJK ¶QRW FUHDWLYH LQ DQ\ZD\RU IRUP· PHDQW
VKH ZDV DEOH WR IHHO DV WKRXJK VKH ¶was doing something, it was quite good in that 
respect. You can actually see a result, a PRQHWDU\UHVXOW· 
In their varied approaches to earning an income, respondents displayed the 
entrepreneurial spirit fêted in creative industries discourses (Eikhof & Haunschild, 2006; 
DCMS, 2008; Oakley 2009a: 27). Alongside her art practice, Jill not only worked as a 
yoga instructor but was in the process of beginning to provide printmaking classes in 
her studio, having been in Brighton where she had: 
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seen a lot of artists do workshops from home and I think, because 
ZH·YHJRWWKLVKRXVHDQGLW·VJRWWKHRSSRUWXQLW\DQG,·GJLYHQXSP\
job the house needs to earn some money for us as well >«] 
(Jill, Margate) 
Other examples include Nick, who runs printing workshops and sells a printmaking set, 
under his Linocutboy brand, through the online retail platform Etsy, Claire produced a 
series of greetings cards, taking them to trade fairs, and Kate was running a life drawing 
FODVVDWKHUIDWKHU·VIDUP+HUHWKHQ LW LVSRVVLEOHWRGLVFHUQWKDWZRUNLQJDVDQDUWLVW
has provided respondents with opportunities, through training and flexibility, for 
employment or paid work in cultural sectors that may not be open to, for example, a 
zero-hour contract care worker. This kind of income, however, can be understood as 
precarious (Standing, 2011a; 2011b). It is often uncertain or intermittent, can make 
DGGLWLRQDOGHPDQGVRQDUWLVWV·WLPHDQGUHVRXUFHVDQGVSHDks to issues around the use 
RIIUHHODQFHUVDVD¶IORZ·RIODERXUWREHWXUQHGRQRURIIDWZLOORSHUDWLQJDVDUHVHUYH
ODERXU SRRO LQ V\VWHPV RI FXOWXUDO SURGXFWLRQ 0HQJHU  2·&RQQRU  $V
.DWH·VOLIHGUDZLQJWHUPGUHZWRDFORVHVKHLVOHIWVFrabbling for work to replace it: 
7RPRUURZLVWKHODVWRQHRIWKHWHUPDQG,GRQ·WWKLQNWKH\ZDQWWR
do it in the summer, VRDWWKHPRPHQW,·PJRLQJ¶Shit, shit, shit·. [The 
life model is] DOVRYHU\SRRUVRZH·UHWU\LQJWRRUJDQLVHDFODVVLQ
Folkestone on 6DQGJDWHEXWZH·UHMXVWWU\LQJWRILQGDVSDFHDWWKH
moment. Things are quite tight at the moment. (Kate, Folkestone) 
For Kate this exacerbated financial issues, as she had recently had to stop working for a 
framing company having sustained an injury to her back. Nicholette echoes this as she 
points out that her worst year of income came due to injury: 
,KDGWRKDYHDQRSHUDWLRQEHFDXVH,·GGDPDJHGERWKP\NQHHV,
was working in a forest and I knelt on a log that was concealed and 
the log rolled away and ,ULSSHGWKHFDUWLODJHLQERWKP\NQHHV«DQG
VR,«LWZDVDELWSDLQIXO6R,FRXOGQ·WZRUNDVPXFK6RWKDW\HDU,
PDGHDORVV>«@1LFKROHWWH Folkestone) 
Where respondents did find additional work within the sector there were ways in which 
they FRXOGEHYLHZHGDV¶mere (and potentially expendable) units in the broader calculus 
of cultural production· %DQNV   1LFN KDV HVWDEOLVKHG KLPVHOI DV D IUHHODQFH
illustrator, including book and magazine covers, using the same linocut printing 
techniques as his art practice. He was generally positive about this kind of work but also 
noted that finding the work can be difficult and that it can require working to incredibly 
tight deadlines: 
You try and get meetings with people. You go and show them your 
portfolio and then maybe a year to two years later you might get a 
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call and a possible job. >«@I did a drawing for [a national newspaper] 
DQGWKH\UDQJPHDWWZHOYHDQG,KDGWRGRVRPHWKLQJE\R·FORFN
>«@ ,DOVRZRUNZLWKERRNSXEOLVKHUV,·YHKDGWKUHHGD\VWRGRWKUHH
covers >«@1LFN Margate) 
Moreover, the actual creation of the commissioned pieces is reckoned by Nick to only 
DFFRXQWIRURIWKHWLPHVSHQWRQWKRVHSURMHFWV¶The rest of the time yRX·UHGRLQJ
admin and PDUNHWLQJDQGLQYRLFLQJSHRSOH·&XOWXUDOZRUNHUVWKHQPD\EHYLHZHGDV
part of an on-demand reservoir of labour to be called upon, and discarded, as needed. 
This is further evidenced by Roy who teaches drawing classes at an adult education 
centre in Margate. When running, these courses require him to teach for a few hours 
per week and, in common with other kinds of academic labour, do not pay for time 
outside the class he spends preparing. Whether the classes will even run is dependent 
upon sufficient student enrolment: 
RQHRIWKHFRXUVHVLVDWHQZHHNFRXUVHDQGLW·VWZRKRXUVDZHHN
$QRWKHURQHLVDILIWHHQZHHNFRXUVHDQGLW·VWZRDQG a half hours a 
week. Another is a five week course that two hours. So bits and 
pieces. And if they have enough student numbers then the courses 
UXQ%XW,RQO\JHWSDLGIRUWKRVHKRXUVWKDW,·PLQWKHEXLOGLQJ6R
LW·VOLWWOHELWVRIPRQH\KHUHDQGWKHUH (Roy, Margate) 
Another source of income for Roy is royalty payments from miniatures he has sculpted 
for games companies, some of which he made on a freelance basis and kept the 
copyright for. This income is also intermittent, and in some cases he has even 
abandoned trying to obtain due monies where the effort of chasing the commissioner, 
and proving what is owed, became too burdensome: 
I did do a lot of work for royalties and got ripped off, basically. I did 
try to find out how to go through small claims courts in the past but 
LWWDNHVVRPXFKWLPHDQGLW·VVRHDV\WRSUHWHQGWKH\·GQRWPDGHWKH
money... I should be getting more money than I have. (Roy, Margate) 
Claire had a similar experience. While working in the fashion industry as a freelance 
designer, after a period working in Italy for high-end fashion houses, she found that she 
ZDV¶ULSSHGRII· by larger firms: 
I started to make good progress with that and I got backing from the 
Crafts Council and Princes Trust and I got into London Fashion 
Week. But the industry, the production industry in this country was 
collapsing at the time, and I was ripped off by big companies. IW·VMXVW
too difficult to make any impact in that environment. 
(Claire, Margate) 
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While relations with employers and commissioners may not always be as legally and 
ethically dubious as the cases presented above, where work has been allegedly stolen, 
they can raise further issues around what might be understood as exploitative practices. 
Indeed, there remains an expectation that artists will be willing to work for 
organisations ² such as charities and schools, but also in galleries and studios ² for free, 
running workshops or creating new works. 
Claire pointed out the difficulty she faces when presented with such situations, where 
she is excited by the opportunity and wants to engage but is critical of those asking as 
WKH\¶GRQ·WQHFHssarily >«@ consider that I need to live·+RZHYHUVHYHUDOUHVSRQGHQWV
noted that as they progressed through their careers as artists, they became more 
confident in refusing to undertake free labour, only accepting those roles they felt a real 
affinity for and providing their expertise only when they are commensurately rewarded. 
Like Claire, Deborah notes that as art is viewed as a vocation there persists an 
expectation that she will work for free. Indeed, when younger, she did run workshops 




accounts for free, why should you expect an artist to come run 
workshops for free? (Deborah, Folkestone) 
Duncan is similarly aware of the value of the skills he has developed as a photographer. 
:KLOHKHVWLOOXQGHUWDNHVVRPHFKDULWDEOHZRUNKHZLOOQRW ¶do anything cheap or free 
for no reason. I know ZKDW,GRLVZRUWKLW·+HQRWHVWKDWIRUSKRWRJUDSKHUVDPDMRU
problem is that: 
WKHUH·UH so many people with cameras, they run out and do jobs for 
QH[W«IRUSHDQXWV$QGWKDW·VUXLQLQJLWIRUHYHU\ERG\HOVH\RX
know? Wages for photographers have been eroded >«@ because 
WKHUH·VDOZD\VVRPHERG\ZLOOLQJWRGRLWIRUIUHHRUFKHDS 
(Duncan, Margate) 
Duncan places this within a broader context, refusing to work for free or cheap because 
he values his own skills but also as an act of solidarity with other photographers, who 
are increasingly being undercut on price as professional quality equipment becomes 
more affordable. 
The issue of free labour exemplifies a structural issue within the cultural sector where by 
there is an over-supply of labour with more graduates each year looking for work in 
WKHVH ¶KLJKO\ DWWUDFWLYH· VHFWRUV :RUN )RXQGDWLRQ   This opens cultural 
labour up to asymmetrical relations with the organisations that seek utilise their skills 
for various kinds of profit. The cases outlined here are perhaps indicative of the power 
imbalance in the sector between individual freelancers and larger enterprises wherein 
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individual cultural workers can then be viewed as units whose work can be easily 
appropriated, and labour called upon and discarded as needed. Referencing Bill Ryan, 
Banks (2007) notes that work in the cultural industries position individual cultural 
ZRUNHUVDV ¶mere (and potentially expendable) units in the broader calculus of cultural 
production·S 
Of course, that there are HFRQRPLFLPSHUDWLYHVLQDUWLVWV·ZRUNLQJOLYHVWKDWQHFHVVDULO\
affect what they produce and the conditions under which production occurs are not 
peculiar to artists ² or even just cultural workers. Yet, while the visual arts are being 
promoted as a means of urban and economic regeneration (Ewbank, 2011; Kent 
County Council, 2010c; Local Government Association, 2009), then, the actual role of 
being an artist ² SUDFWLFLQJ¶IUHHFUHDWLYHODERXU·² must be approached critically. And in 
the most pessimistic readings, it is possible to discern the pressures of various art 
markets in informing what is created ² the spectre of the market appears to dominate 
production; any genuine autonomy is ceded as cultural JRRGVDUH FUHDWHG ¶PRUHRU OHVV
DFFRUGLQJ WRSODQ· $dorno, 1991: 98). This persists in commercial art markets, in the 
demands of ongoing funding arrangements with patrons or the status seeking behaviour 
of rarefied fine art. Moreover, production occurs in relation to the ¶KXJH HFRQRPLF
PDFKLQHU\· of the culture industry (Adorno & Horkheimer, 1992: 127), itself inured as 
SDUWRIQHROLEHUDOSROLF\LQLWLDWLYHVWKH'&06ODXGV¶the growing success story 
WKDW LV%ULWDLQ·V FUHDWLYH HFRQRP\· DQGORRNV WRZDUGV DYLVLRQRI ¶a Britain in ten years·
time where the local economies in our biggest cities are driven by creativity · DQG WKH IRUHZRUG WR
.HQW&RXQW\&RXQFLO·VFXOWXUDOVWUDWHJ\SURFODLPVWKHFXOWXUDOVHFWRUDV¶a valuable tool 
IRU WKH FRXQW\·VZRUN LQ HFRQRPLF DQG VRFLDO UHJHQHUDWLRQ· (KCC, 2010c: vi). Yet the 
visual artists ² the focus of county and local culture-led regeneration schemes included 
in this research ² remain in a precarious position, often operating as a reserve labour 
pool for projects that might, in any case, expect them to work for free. Most 
importantly, they also struggle to operate as artists in the face of competing demands on 
their time and resources. 
9.2 Rethinking Cultural Work 
A pessimistic interpretation of the conditions of cultural labour does not adequately 
reflect the experiences of work as described by all respondents. Critiques of autonomy 
as a false freedom perhaps mischaracterise, or overstate, social and artistic activity as 
determined by economic logics and status-seeking behaviours. Moreover, limitations to 
aXWRQRP\ FDQ EH YLHZHG DV D ¶GHVLUDEOH DVSHFW RI KXPDQ VRFLDOLW\· (Hesmondhalgh, 
2010: 235) DQGDVVXFKWKHVHDUW¶PDUNHWV·RUFRPPXQLWLHVFDQEHWKHVRXUce of shared 
values, ethics and meanings. That is to suggest that while it may be possible to point to 
degrees of economic exploitation, it does not follow that there their work is absent 
¶PHDQLQJIXO H[SHULHQWLDO RXWFRPHV· DQG SURGXFHV ¶RQO\ FODVVLF 0DU[Lst) alienation on 
WKHMRE·5RVV 
 175 
In giving serious consideration to individual accounts it is possible to examine ways in 
which the constraints and determinants outlined above do not, per se, wholly result in 
cultural production as a sector wherH ZRUN LV QRWKLQJ ¶less than dreadful·
+HVPRQGKDOJK   DQG ¶often not far removed from narcissistic forms of 
competitive individualism· S 7KLV VHFWLRQ ZLOO explore how artists are able to 
construct a kind of negotiated autonomy, and the rewards and motivations respondents 
described in undertaking cultural work. Moreover it will explore how artistic practice ² 
in the specific sense used by MacIntyre (1985) ² may not be reducible to external 




9.2.1 Negotiated Autonomy 
The tenet of the possibility of action being not wholly reducible to market rationality is 
an important part of respondents identities as artists. Moreover, for none of the 
respondents did a disinterest in financial profit, as described above, amount to a total 
repudiation of capitalism, indeed there was an appreciation that while art worlds may 
profess an autonomy beyond financial markets they remain embedded within them. Pat 
highlights this when she notes that despite a stance of commercial disinterestedness 
there is also a need to engage with the financial: 
PRQH\·VQRWHYHU\WKLQJ%XWWKHQDFWXDOO\\RXFDQ·WUHDOO\JHWDZD\
with that in a culture where money is everything, and where money is 
so hard to come by. (Pat, Margate) 
Similarly, Kate is annoyed at the either-or distinction between fine and commercial art 
LQZKLFK¶\RXHLWKHUPDNHDUWRU\RXPDNHDUWIRUPRQH\,GRQ·WWKLQNLWQHHGVWREH
OLNHWKDW,WKLQNWKHUH·VDYHU\ELJVSDFHLQEHWZHHQ·$VVXFKIRUUHVSRQGHQWVWKHUHZas 
a desire to negotiate a space to work in that is as autonomous as possible within the 
V\VWHP %DQNV   'LVPLVVLQJ ¶EDQDO· SHUFHSWLRQV RI FXOWXUDO ODERXU DV
intrinsically autonomous ² ¶DV EHLQJ PRUH VHOI-expressive, creative and fulfilling than 
FRQYHQWLRQDOZRUN·%DQNV² Banks goes on to aver: 
that labour autonomy not only serves as (1) a foundational normative 
principle for the artistic, creative or aesthetic practices that underpin 
cultural work, but is also (2) a structural precondition for effective 
capitalist cultural production. (p.252) 
Importantly, Banks is not suggesting here that autonomy is universally experienced, nor 
that it grants complete independence but, rather, that art is not wholly reducible to the 
demands of capitalism as it must encompass forms of value antithetical to capitalist 
SURGXFWLRQ0RUHRYHUKHXVHIXOO\GUDZVDGLVWLQFWLRQEHWZHHQ¶UDGLFDO·DQG¶QHJRWLDWHG·
versions of autonomy. Drawing on revolutionary neo- and autonomous Marxist 
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positions, he argues that radical autonomy, while far-fetched or fanciful, remains critical 
LQ DOORZLQJ VRFLDO VFLHQWLVWV WR ¶µWKLQN WKH XQWKLQNDEOHµ« SRVLWLQJ DOWHUQDWLYHV WR
SUHYDLOLQJVRFLDOVWUXFWXUHV·SWKDWPLJKWIUDFWXUHRUHYHQSURYHIDWDOWRFDSLWDOLVP
Meanwhile, negotiated autonomy refers to: 
DTXRWLGLDQ´VWUXJJOHZLWKLQµWRWU\WRPHGLDWHPDQDJHRUUHFRQFLOH
the varied opportunities and constraints of the art³commerce 
relation. The concern here is less with usurping capitalism and more 
with seeking opportunities for meaningful self-expression within its 
limits«S 
,WLVSRVVLEOHWRGLVFHUQWKLVLQUHVSRQGHQWV·H[SHULHQFHV0DWWGHVFULEHVWKHFRPSOH[LW\
of arrangements between the different strands of work he undertakes, including his own 
practice, commercial photography and education/engagement practice: 
6RWKDW·VZK\\RXILQGWKHUH·V053>photography practice], because 
WKDW·VWKHPRUHFRPPHUFLDODQJOH,GRWKDWIRUSDLGZRUN>and] that 
IHHGVLQWRZKDW,GR>«@0\DUWVSUDFWLFHLVWKHFDWDO\VWLI\RXOLNH. 
Because I wanted to learn how to photograph to make my work look 
JRRGWKDW·VQRZEHFRPHDQLQWHJUDOSDUWRIP\SURFHVV
(Matt, Folkestone) 
While open about the constraints placed upon his practice, Matt is able to negotiate a 
space in which he can undertake a kind of autonomous labour. For other respondents 
working within the strictures of funding arrangements can also continue to provide a 
negotiated space for work where flexibility and control may be limited but not 
compromised. Nicholette recalled the process that lead to her exhibiting a series of 
works based on Romney Marsh. This project developed through different stages, 
accumulating funding from various sources, each requiring a slightly different emphasis 
or output ² she notes, for example, that SKHSZD\'LVWULFW&RXQFLOZDQWWRNQRZ¶+RZ
ZLOOWKLVEHQHILWWKHFRPPXQLW\"·7KHHIIHFWIRU1LFKROHWWHZDVQRWWRHURGHWKHUROHRI
the artist, entirely instrumentalising her work, but was to provide a framework around 
which she could work as an artist, mDLQWDLQLQJIRUKHUWKH¶WKLQJWKDWZDVLPSRUWDQW>«@
WKDW,·PDQDUWLVWDQG,ZDVSURGXFLQJDQDUWZRUNLQWKHHQG·For John, limitations to 
his autonomy DUH HQMR\HGDV WKH\ FDQ ¶FKDOOHQJH\RX DQGXVXDOO\GHYHORS WKHZRUN·
Limitations to autonomy, then, can be understood as inherent and also desirable, even 
necessary in stimulating creative practice (cf. Hesmondhalgh, 2010: 235). The above 
demonstrates how financial markets and economic decisions can constrain the artist but 
can also inform their practice. 
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9.2.2 Rewards and Motivations 
Respondents acknowledged that the financial rewards of their art practice are limited, 
but expressed satisfaction when works sold, they argued that money was not and could 
not be their primary motivation. As Matt notes: 
[The] TXHVWLRQRIUHZDUGVLVTXLWHLQWHUHVWLQJEHFDXVH\RX·UHQRW
drawn in financially. You pay for the privilege in some ways. (Matt, 
Folkestone) 
Indeed, for Richard, ¶LW·VDOZD\VDPLUDFOHDUWLVWVVHOOLQJSDLQWLQJs or making a living out 
RI LW· 5LFKDUG )RONHVWRQH \HW EHLQJ DQ DUWLVW LV ¶the most important thing· $V
discussed in the previous Chapter, respondents described an essential urge or obsession 
to practice: this and the stated rejection of commercial imperatives may be understood to 
represent discourses that are derived from, and strengthen, the norms and traditions of 
art practice ² devaluing the economic motive and emphasising rewards, and 
legitimation, gained from other, non-economic sources. This suggests that artists may 
be understood as operatLQJ LQ D NLQG RI ¶HPEHGGHG· HFRQRP\ %RRWK  WKDW
emphasises standards of performance common to communities of practitioners. Where 
WKHILQDQFLDOHFRQRP\FDQEHDSSURDFKHGDVD¶GLVWLQFWWKHRUHWLFDOVSKHUH·SLQDQ
HPEHGGHG RU PRUDO HFRQRP\ ¶there are no theoretically visible boundary lines 
demarcating that realm from its surrounding social locus· )RU H[DPSOH WKH YDOXH RI
work within communities of artists that hold to idea of DUW IRU DUW·V VDNH cannot be 
approached as distinct from: 
the institutions, traditions, and norms [that govern] the community«
It is the institutional and value-embeddedness of the economy ² the 
fact that it is lost in the totality of social phenomena ² that renders it 
theoretically indistinct. (Booth, 1994: 653-4) 
Looking beyond purely financial motivations it is possible, then, to point to drivers of 
WKH ¶XUJH· WR SURGXFH DUW DQG WR DOVR DVFHUWDLQ GLVWLQFW QRQ-pecuniary rewards from 
HQJDJLQJLQDUWSUDFWLFH7KHVHDUHH[SORUHGKHUHZLWKUHIHUHQFHWR0DF,QW\UH·VFRQFHSW 
RI ¶SUDFWLFH·  DQG VSHFLILFDOO\ KLV GLVWLQFWLRQ EHWZHHQ H[WHUQDO DQG LQWHUQDO




of cultural production, he may still understands external rewards as the primary 
motivating factor for artists. External goods ² status, prestige, money, power: 
are the property and possession of individuals and circulate in the economy as 
REMHFWVRIFRPSHWLWLRQZKLFK«HQFRXUDJHVWKHFXOWLYDWLRQRIVHOILVK
and acquisitive tendencies. (Banks, 2007: 110, emphasis added) 
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While the financial rewards may be limited for artists it has been demonstrated that they 
can inflect practice. Further to the discussion above, one can also understand a desire 
for the approval of the peers or public in their work as another external good. 
Moreover, autonomy may also be viewHG DV DQRWKHU ¶REMHFW RI FRPSHWLWLRQ· LQ WKDW
unlike internal rewards, it cannot be enjoyed in a non-exclusive form. 
Internal rewards, then, are ¶LQWULQVLF WR WKH SUDFWLFH LWVHOI· (Banks, 2007: 109) ² for 
example, the skill with which a game is played, or the quality of an art work. These 
VWDQGDUGVDUHSDUWLDOO\GHILQHGE\WKHVXEMHFW·VRZQWDVWHVDQGSUHIHUHQFHVDQGSDUWLDOO\
E\WKH¶DXWKRULW\RIWKHEHVWVWDQGDUGVUHDOL]HGVRIDU·LQWKDWSUDFWLFH (MacIntyre 1985: 
190-1). Importantly, MacIntyre notes that internal goods are non-H[FOXVLYH ¶WKHLU
DFKLHYHPHQW LV D JRRG IRU WKH ZKROH FRPPXQLW\ ZKR SDUWLFLSDWH LQ WKH SUDFWLFH·
Thinking about art as a practice does not mean the total repudiation of external rewards 
or that internal rewards should be understood as free from competitive behaviours. 
5DWKHU LWVXJJHVWVDZD\RIDSSURDFKLQJDUWLVWV·ZRUNZKHUHLQPDUNHW-rationality is not 
SDUDPRXQW LQVWHDG UHDVVHVVLQJ WKHLU ODERXU DV HPEHGGHG LQ WKH ¶VSHFLILF GHPDQGV
UK\WKPVDQGURXWLQHV·RIWKHLUSUDFWLFHV 
For VRPHWKHUHZDVDVWDWHGGLVGDLQIRUZKDWWKH\VDZDV ¶HJRFHQWULF·DVSHFWVRIEHLQJ
an artist that may be understood as a critique of the pursuit of status and prestige, and a 
disavowal of such behaviour in their own practice. Kate recounts advice she received on 
KRZWRVXFFHHGDVDQDUWLVW6KHZDVWROGWKDWVKHVKRXOG¶SXVKLQWKHUH\RX·YHJRWWR
JRLQWR/RQGRQ\RX·YHJRWWREHDJJUHVVLYH\RX·YHJRWWRPDNHDQRLVH\RX·YHJRWWR
JHWWKHLUDWWHQWLRQXSVHWWKHP·)RUKHUKRZHYHUWKLVZDVQRWKRZVKHwanted to be an 
artist: 
7KDW·VQRWZKR,DP,GRQ·WEHOLHYHLQWKDW>«@\HVWKHUH·VDORWRI
artists doing the grandiose ego, and good on them making a living, 
EXW,ILQGLWYHU\DJJUHVVLYHDQG,GRQ·WWKLQNDUWVKRXOGEH
aggressive. It can be aggressiveWKDW·VILQHEXWWKHUH·VDELJELJVSDFH
for less ego. (Kate, Folkestone) 
Shane similarly notes that his practice is not about him: 
trying to massage my own ego in the slightest, or trying to pretend to 
be a rock star like other people do, like other artists who swan 
around. ,·PQRWLQWHUHVWHGLQWKDW,W·VVRQRWDERXWDQHJRDWDOO 
(Shane, Folkestone) 
While antipathy towards external goods is not always stated as such, internal rewards 
can be seen as being discussed as the primary motivation for respondents. As Shane 
JRHV RQ WR QRWH IRU KLP WKH ZRUN LV ¶HYHU\WKLQJ· ² a sentiment is shared across the 
sample. 
2QHVXFKZD\ WKLV HPHUJHGZDV LQGLVFXVVLRQRI WKHQRWLRQVRI ¶truth· LQ WKHLUZRUN
$QHWWH GLVFXVVHV WKH LPSRUWDQFH RI SURGXFLQJ VRPHWKLQJ WKDW VKH IHHOV LV ¶WUXH >«@
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7KDW·V ZKDW ,·P WU\LQJ WR GR 7KDW·V ZKDW , NHHS ZRUNLQJ DW· 7KH LGHD WKHQ WKDW
inherent in their practice there is an unspecified ² perhaps ineffable ² truth to be 
uncovered or found recurs across the sample. Roy discussed the satisfaction of 
uncovering something that rings true in his work: 
a process of finding something, discovering something, learning 
VRPHWKLQJ1RWLFLQJVRPHWKLQJ,KDGQ·WQRWLFHGEHIRUH>«@LI
VRPHWKLQJFRPHVRXWWKDWVHHPVWRULQJWUXHWKHQWKDW·VDORYHO\
thing, a wonderful thing. (Roy, Margate). 
But he goes on to note that elements of this process are from without the individual: 




HYHUVHHQ,W·VDOVRWRGRZLWKWKDt, engagement with something that 
LVQ·W\RX >«@5R\ Margate) 
$V VXFK DORQJVLGH D PHWDSK\VLFDO LQWHUSUHWDWLRQ RI ¶WUXWK· LQ DUW ² as uncovering 
something essential or sublime ² there are also truths that come from an engagement 
with the norms and traditions of practice. These can also serve as powerful kinds of 
reward and motivation. For Shane ² who undertakes a lot of commissioned work ² 
prospective projects must mesh with his interests and the way he works to maintain a 
kind of truth in his practice: 
If ,UHDOO\GRQ·WWKLQN,FDQGRLW,ZLOOWHOOWKHPEHFDXVHLW·VQRWLQP\
interests if someone spends lots of money, [and] P\KHDUW·VQRWLQLW,
FDQ·WTXLWHVHHZKDWWKH\ZDQWIURPLWWKH\·UHQRWKDSS\DWWKHHQG 
>«@,W·VOLNHLI\RXGRPXVLFRU\RXPake nice food, the idea is that 
\RX·UHWU\LQJWRGRVRPHWKLQJUHDOO\VSHFLDO>«@They use that as the 
ODQJXDJHDQGLPDJHVDUHDODQJXDJHWRR7KH\·UHDQLQWHUQDWLRQDO
language. >«@ WKDW·VWKHVLGHRIWKHZRUNWKDW,WDNHUHDOO\UHDOO\
seriously. (Shane, Folkestone) 
Shane goes on to point out that what he is attempting to do is produce ¶really, really 
GLIILFXOWWKLQJVWKDW,·YHQHYHUVHHQSHRSOHDWWHPSW·IRUKLPUHZDUGVWHPVIURPDVHQVH
RISULGHLQFUHDWLQJVRPHWKLQJWKDWHQJDJHVZLWKDQ¶LQWHUQDWLRQDOODQJXDJH·RISDLQWLQJ 
Such a perspective, perhaps, demonstrates that rewards and motivations can come from 
working within formal aspects of art practice and academic art. However, as discussed 
in Chapter Seven, debates continue around who is an artist or what exactly constitutes 
art practice, and there is scope within these debates for artists to highlight other values 
and norms. For example, for Nicholette rewards were derived from maintaining 
integrity in her practice as understood via her sense of what it means to be an artist 
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while engaging with people and issues beyond the traditional borders of what art 
includes. In producing a series of works on the flora of Romney Marsh (a wetland area 
to the west of Folkestone) alongside horticulturalists, botanists and scientists, 
Nicholette stressed that she:  
7KHWKLQJWKDWZDVLPSRUWDQWZDVWKDW,·PDQDUWLVWDQG,ZDV
producing an art work in the end, but I still needed to respect 
everything that I had picked up from those people without becoming 
those people RU«RUGRLQJRUUHSURGXFLQJWKHZRUNWKDWWKH\GR 
>«@1LFKROHWWH Folkestone) 
Alongside a concern with truth in the works produced, respondents also discussed the 
embodied processes of creation as an additional kind of internal reward. Anthony is 
enthuseGE\WKHDFWRIFUHDWLRQVD\LQJWKDWWKH¶EHVWWKLQJ·DERXWEHLQJDQDUWLVWLVWKDW¶I 
enjoy doing. I mean just love sitting painting. I just dULIW DZD\ DP WRWDOO\ DEVRUEHG·
7KLVLVHFKRHGHOVHZKHUH'HERUDKWDONVDERXWWKH¶enjoyment of the medium and using 
colour and creating images and trying new things·ZKLOH0DWWGHVFULEHVWKH UHZDUGLQJ
aspects of the process of making ceramics, for him it was initially: 
quite therapeutic, you really get into it. Then when I started doing 
wheel throwing work and Raku firing I realised that I like working 
with the elemental side of ceramics, using physical materials, using 
peatXVLQJWKHVHSURFHVVHVEUHDNLQJLWGRZQWRVRPHWKLQJWKDW·V
TXLWH«LW·VOLNHEXLOGLQJERQILUHVZKHQ\RX·UHDNLGWKHUH·V
something really physical about that and really exciting. 
(Matt, Folkestone) 
Duncan describes how the whole process of photography ² meeting and negotiating 
with people, the act of taking the shot ² all add to this sense of satisfaction with his 
practice: 
the actual act of tDNLQJDSLFWXUHLVSUREDEO\WKHKLJKOLJKWEHFDXVH«
LW·VQRWHYHQOLNHZKDW·VRQWKHZDOORULQWKHSULQWURRPRUDQ\WKLQJ
-XVWWKHDFWXDOOLNH«WKHQHJRWLDWLRQDQGFKDWWLQJWRSHRSOH\RX
know? You get a bit of buzz from actually going to these new places 
and starting new work. I get as much enjoyment from getting to that 
split second before the picture as I do after it, probably. If not more. 
(Duncan, Margate) 
Embodied experiences can be highly structured and regulated, and the body a locus of 
further individualised responsibility, subject to various disciplinary practices (Bahnisch, 
2000; Butler, 1990; McLean, 2014; Shilling, 2003). These accounts, however, point to 
the body as a site of individual identity construction and meaning-making. It is the site 
of felt and sensed interactions of self and world, and a way of accessing and performing 
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shared traditions of art practices. Engagement with the abstract concepts and theories 
of art is performed and experienced at the scale of the body and through the physical 
manipulation of paint, canvas, wood, paper or the plethora of other tools and media 
used. 7KH PDWHULDOSURFHVVHVRI FUHDWLRQDUH D IXUWKHUQDUUDWLYH UHVRXUFH WKDW ¶XQLILHV·
WKH ¶FRQVFLRXVQHVV RI WKH ODERXU SURFHVV DQG LWV HPERGLPHQW LQ ODERXU· Bahnisch, 
2000: 64): the above quotes demonstrate how embodied and affective responses to, and 
experiences of, their work as artists play important roles in respondents understanding 
of the world, and shapes their choices and practices. For these respondents, inherent in 
art practice is the process of creating something which transcends market rationality, 
and that can assert meanings beyond economic markets (Oakley, 2009b). This can be 
understood, alongside the work produced, to provide a series of internal rewards 
GHULYHG IURP ¶UHVSHFW SHUKDSV HYHQ ORYH RI WKH SUDFWLFH DQG UHFRJQLWLRQ RI LWV
fundamental virtue in providing an ethical centre and a culture of embedded moral 
VDQFWLRQV· %DQNV  ; Gregg, 2009). They present the opportunity to explore 
and engage with a variety of subjects, including the self, the norms and traditions of art 
practice, and the embodied and material act of creation. While earning enough money 
to live off and receiving some recognition for their work is important, these examples 
demonstrate the significant ways in which art practice may not primarily be pursued 
within the logics of competitively achieved external goods.  
9.3  ‘/ƐďĞŝŶŐĂŶĂƌƚŝƐƚĂŐŽŽĚũŽď ? ? 
Hesmondhalgh (2010: 237) points to questions about whether autonomy can be viewed 
DVDPHDQVE\ZKLFKDWWHQWLRQLVGLVWUDFWHGIURP¶WKH´UHDOµH[SORLWDWLRQDQGDOLHQDWLon 
O\LQJ EHQHDWK WKH VXUIDFH RI« working life· Towards the end of interviews, 
UHVSRQGHQWVZHUHDVNHG¶LVEHLQJDQDUWLVWDJRRGMRE"·7KLVSURYLGed a range of answers 
that displayed a level of reflexivity about their practice and their positions as artists. 
These played with and explored notions of work, vocation and the question of what a 
¶JRRGMRE·PLJKWPHDQ1LFNQRWHVWKDWKHZRXOGGHVFULEHKLVUROHDV¶a vocation rather 
WKDQDMRE,WKLQNDJRRGMRELVRQHWKDW«SD\VZHOODQG[being an artist] certainly doesn·W
SD\ZHOO·<HWVWLOOKH¶ZRXOGQ·WGRDQ\WKLQJHOVH·.DWHPDNHVDVLPLODUSRLQWVD\LQJWKDW
¶MRE·LV¶WKHZURQJZRUG>«@,W·VQRWD JRRGMREEHFDXVHWKHUH·VQREORRG\PRQH\ >«@,
WKLQN LW·V DQ LQFUHGLEOH«YRFDWLRQ"· 8VHRI WKH WHUP ¶YRFDWLRQ·KHUH VXJJHVWVZD\V LQ
ZKLFKUHVSRQGHQWVXQGHUVWDQGDUWDVPHDQLQJIXOO\GLIIHUHQWIURPD¶MRE·DYRFDWLRQFDQ
EH XQGHUVWRRG DV D ¶FDOOLQJ· WKDW is, as a necessary activity that is expressive of the 
person, ideally undertaken wholly for itself and without instrumental rationality (Owen 
& Strong, 2004; Weber, 1948). This can be seen in the way that Kate goes on to 
describe how she understands her position as an artist: 
,WKLQNLW·VLQFUHGLEO\LPSRUWDQWDVZHOO\RXNQRZ"2QHRIWKHPDLQ
reasons I still am an artist is because I loved Nirvana. Kurt Cobain 
and Nirvana, at a certain age, that sound. Even now I absolutely love 








Kate, then, has begun to construct a narrative she can tell about her life and project the 
direction she wants to travel as an artist. Weber warns that individuals can be 
intoxicated with such ¶URPDQWLFVHQVDWLRQV· LQWKHSXUVXLWRIWKHLUYRFDWLRQ
DQG WKXV YXOQHUDEOH WKH UHDOLWLHV RI WKH ¶GLVHQFKDQWHG· ZRUOG LQ ZKLFK RQH OLYHV
However, respondents were most RIWHQQRW OLNH:HEHU·V ¶SROLWLFDO LQIDQW·EXW DEOH WR
integrate their calling with the mundane exigencies of day-to-day life. Nicholette, who is 
now in her late 50s, is able to look back and construct a narrative ² though not always 
positive ² in which being an artist occupies an important and valued part of her life: 
LW·VDJRRGMRE,PHDQDQG«,WKLQNWKDWWKHWKLQJLV,FDQVD\Look, 
,KDYHVXUYLYHGDVDQDUWLVW,NQRZWLPHVDUHGLIILFXOWULJKWQRZEXW,·YHVXUYLYHG




have a big house, I GRQ·WKDYHDVPDUWFDU«,GRQ·WKDYHVDYLQJVLQ
WKHEDQN%XW,·YHJRWDVWXGLR 
Other respondents similarly noted that while money is lacking, or absent, there are 




imagined future that is satisfying and rewarding. (p.439) 
Of course, there remain structural issues. Working as freelancers or as a self-employed 
artist, like for many others both within and without the cultural industries, carries an 
inherent precarity. There is an oversupply of labour that creates unequal relations 
between artists and prospective employers and commissioners, there is low pay, and 
flexibility will often favour artists being flexible to employer needs. And looking at 
Margate and Folkestone as towns that hope to regenerate through the productive labour 
of artists, it could be concluded that a serious engagement with what artists want and 
how to support them is lacking. This is, perhaps, indicated in the provision of 
inappropriate studio space by the Creative Foundation and the insularity of flagship arts 
institutions and events from local artists. Moreover, there remain questions about who 
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has not been included here ² how would the views of the artists who have left the field 
or been excluded from entering it (particularly with reference to class and ethnicity, see 
Oakley, 2013) differ from those presented in this overwhelmingly white and middle-
class research? 
However, while not discounting these concerns, it is possible to look to the way that 
respondents discussed their roles as artists and how they were constructing narrative 
identities that reflexively link individual motivations and values with pre-existing cultural 
discourses and other social and economic structures (Ezzy, 1997; Ricouer, 1991). As 
such, when Menger (2006: 801) suggest tKDW ¶DUWLVWV VXSSO\ WKH JROGHQ OHJHQG RI
creation, that of a subversive, anti-conformist, inspired behaviour, rebelling against 
VRFLDO FRQYHQWLRQV DQG FRPPHUFLDO XWLOLWDULDQLVP· WKH LPSOLFDWLRQ VKRXOG QRW EH WKDW
artists believe it ² rather, it operates as a discourse to be variously incorporated, rejected 
or reconfigured. This can be seen in the different narratives, stories and experiences 
given by respondents and discussed over the preceding chapters. Anthony and Shane 
both produce commercially viable oil paintings, valuing the advancements they make in, 
for example, their techniques and composition. Richard and Nicholette are able to look 
back over their careers as artists and recognise where compromises have been made but 
still come to the conclusion thDW DUW KDV EHHQ ¶WKH PRVW LPSRUWDQW WKLQJ· .DWH DQG
Helen are acutely aware of the financial precarity of their financial situations and are 
able to reflect on the negative implications of this on their emotions. Respondents, 
then, are reflexive about their positions and about the advantages and disadvantages of 
working in art. Yet, still, for them, art offers something like a good kind of work.  
10 ŽŶĐůƵƐŝŽŶ 
This thesis set out to engage with debates around cultural work and culture-led 
regeneration by exploring the working conditions encountered and experienced by 
visual artists who have embedded in Margate and Folkestone. In doing so it has drawn 
on and contributed to critical debates on cultural labour and the conditions of cultural 
work, and long-standing debates around culture and creativity as drivers of urban 
regeneration. It has established WKHZD\VLQZKLFKDUWLVWV·ODERXULVLQWHJUDOWRFXOWXUH-led 
urban policies, and further critically explored the quality of such work, looking at the 
conditions under which it proceeds, and the values and meanings individual workers 
ascribe it. 
It has demonstrated that culture-led urban strategies may represent a locus of economic 
exploitation and political contention, particularly for marginalised groups but also for 
the artists implicated in them. This accords with claims that foreground such issues as 
further evidence of artistic, and other forms of cultural, labour as wholly beset by 
economic and social structures that instrumentalise cultural value, and undermine any 
intrinsic value and meanings or the possibility of autonomous action. However, this 
WKHVLVSURYLGHV D ¶GHIHQFH·RI DUWLVWV·ZRUN:KLOHQRWGLVFRXQWLQg structural factors, it 
finds that treating capitalism as a tightly organised system precludes an appreciation of 
individual agency. Participants were able to construct meaningful and valued narratives 
about their work that evade capitalist logics. 
As with many kinds of social and urban research, making claims as to the 
generalizability of these findings is difficult. The research here generalises across two 
specific cases of culture-led regeneration, both being VPDOOWRZQVRQ(DVW.HQW·VFRDVW
This given, it is difficult to make strong claims about the broader representativeness of 
the conclusions drawn. However, these case studies have afforded the opportunity to 
H[SORUH DQG DGG WR XQGHUVWDQGLQJV RI WKHRU\ DQG ¶JHQHUDO· VRFLDO WUHQGV DV WKH\ DUH
translated and modified in practice (McRobbie, 1998: 11). Moreover, in selecting two 
sites where different approaches to implementation are being taken more meaningful, 
though still tentative, generalisations might be made.  
This Chapter will first point to the key contributions made in both academic and policy 
literatures. It will then make suggestions for future research and conclude with some 
final remarks. 
10.1 Labour and Arts-led Regeneration 
While it is important to note that the culture-led interventions in Margate and 
Folkestone have proceeded in different ways ² using public money to construct a new 
gallery in the former case, compared to private, philanthropic investment that aims to 
IRPHQW D ¶ERWWRP-XS· UHJHQHUDWLRQ LQ WKH ODWWHU ² it also is possible to point to the 
similarities in their overarching rhetoric, rationales and aims. Policy in each case can be 
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understood to be building on and shaping the symbolic and material landscapes of these 
WRZQV ,Q NHHSLQJ ZLWK VWUDWHJLHV LQWHQGHG WR VHFXUH D ¶SRVW-indusWULDO· IXWXUH both 
towns deploy discourses of culture and creativity to imagine the towns as creative and 
artful spaces. They seek to reject negative images as faded seaside resorts, past their 
touristic heyday (Ewbank, 2011; Margate Renewal Partnership, 2008), and upgrade the 
LPDJHRIWKHLU ¶SURGXFW·%DLOH\HWDO ,QGRLQJVRWKH\IROORZVWUDWHJLHVIRU
SURGXFLQJ ¶FUHDWLYH· FLWLHV )ORULGD  /DQGU\  DQG IRU UHJHQHUDWLQJ FRDVWDO
towns (Kennell, 2011; New Economics Foundation, 2005; Smith, 2004). 
However, the aim of this thesis has not been to evaluate the respective merits of each 
strategy, nor the overall effectiveness of their implementation. Rather, it has been to 
explore the role of artists within these interventions. Literatures on culture-led 
regeneration suggests that artists neatly fit in to contemporary rhetoric about culture 
and creativity, the ¶GHILQLQJIHDWXUHV·RI FRQWHPSRUDU\ HFRQRPLHV DQG IURP ZKLFK ¶all 
RWKHU JRRG HFRQRPLF WKLQJV IORZ· Florida, 2002: 21). They can proYLGH D ¶VXUIHLW RI
PHDQLQJ· /H\   WR WKH SODFHV WKH\ LQKDELW WR FXOWXUDOO\ FRQVHFUDWH VSDFH
drawing on bohemian mythology, recharging ¶surrounding urban space, reintroducing 
that space back into a wider market of urban- dwellers, tourists and inveVWRUV·
(Mommaas, 2004: 518; Lloyd, 2010; Smith, 1996). Such approaches, however, can 
conceal the social and productive labour on which the urban product is constructed 
(Lefebvre, 1991). 
This thesis has demonstrated that, despite differing implementations, artists· ODERXU LQ
practice, proceeds in similar ways and fulfils similar roles in the ¶WUDQVIRUPDWLRQ·of both 
Margate and Folkestone. Artists occupy studios, they host exhibitions, and create works 
that fill the galleries, the street and other public spaces; this visibility of art and artists is 
vital to the changing symbolic properties of place, and in producing Margate and 
Folkestone as cool, arty and desirable spaces. Arts-led regeneration has resulted in 
events and spaces valued by artists, and D¶EX]]·RIFXOWXUDODFWLYLW\WKH\DUHNHHQWREHD
SDUWRI6PDOOHUWRZQVVXFKDVWKHVHHPERG\D¶UDZQHVV·DQGSRWHQWLDOWKDWLVDSSHDOLQJ
to artists, and which provide opportunities to progress their careers in ways not 
available in more established locales. They have allowed respondents to make a mark ² 
VXFKDV6KDQH·VJDOOHU\VWXGLRLQ)RONHVWRQH3DW·VFXUDWRULDOZRUNDW0DUJDWH·V+DUERXU
$UP *DOOHU\ RU 1LFN·V UROH LQ WKH 3XVKLQJ 3ULQW IHVWLYDO Given the noted ¶GXUDEOH·
association between artists and particular urban districts (Lloyd, 2010) and the role of 
DUWLVWV· ZRUN LQ SURGXFLQJ WKH WRZQV DV FUHDWLYH ORFDOHV it is perhaps somewhat 
surprising that a clearer sense as to ZKDW ¶EHLQJDQDUWLVW· in Margate or Folkestone (as 
opposed to anywhere else) did not emerge from participants. It is possible to point to 
differences in organisation between the two towns ² e.g. artists/studios in Margate tend 
to be feel more dispersed/less densely sited than in Folkestone. Participants also tended 
to note instrumental benefits to their location ² studio space, housing costs, events etc. 
² rather than make reference to, or suggest, DQ\¶VSDWLDOL]HG·LGHQWLW\This implies there 
was little sense in which being an artist in Margate is different to being a Folkestone-
based artist, and vice versa. Despite different funding models, and different policy 
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mechanisms, both places seemed to exhibit similar outcomes in terms of the ambivalent 
embedment of artists and their commitment to place. However, it remains to be seen 
whether the arts-led transformations of Margate and Folkestone will, in future, produce 
stronger links between artists and place. 
In setting out their strategic aims, Kent County Council state that artists ¶will be 
ZHOFRPHGDQGUHZDUGHG· (2010c: viii), the Margate Renewal Partnership (2009: 3) flags 
XSWKHLPSRUWDQFHRID ¶thriving arts community·ZKHUH DUWLVWVFDQKDYH¶YLVLELOLW\DQG
YRLFH· )OHPLQJ D  ZKLOH WKH &UHDWLYH )RXQGDWLRQ QG PDLQWDLQ WKDW WKH\
want to provide a case study in buildinJ ¶a successful creative community· <HW WKLV
research has demonstrated ways in which policy in Margate and Folkestone has failed to 
appreciate the importance of artists. For both towns, examples were provided to show 
that culture-led regeneration policy has failed to engage with the needs of the group it is 
putatively serving, and that the culture-led regeneration could erode desirable material 
and symbolic properties of place and result in the eventual displacement of artists from 
the cultural spaces the\KHOSHGSURGXFH5HVSRQGHQWVRIWHQFLWHG WKH ¶UDZQHVV·RI WKH
towns as attractive, unused or underutilised spaces as sites for possible recreation and 
¶SOD\IXO LQWHUYHQWLRQ· (Groth & Corijn, 2005: 506). Yet, as regeneration proceeds, 
unestablished or indeterminate spaces reduce in number and other imperatives take 
over ² in Margate one respondent was evicted from her studio for a new bar, and the 
Creative Foundation created studios with an apparent disregard for the actual needs of 
tenants. Moreover, while participants were sympathetic to the economic requirements 
of these policies, and the consequent use of recognised and established artists in 
flagship activity to attract visitors, they can be criticised for failing to adequate promote 
local artists. The Turner Contemporary provides little or no support to local artists, with 
one participant even hiding flyers in their toilets to attempts to secure some of the 
VXSSRVHG¶WULFNOHGRZQ·EHQHILWRIWKHJDOOHU\6LPLODUO\WKH&UHDWLYH)RXQGDWLRQZHUH
criticised for neglecting local artists while organising the 2008 and 2011 Triennials. 
Meanwhile, there was a sense that local politicians were primarily concerned with the 
¶NXGRV·RIWKHDSSHDUDQFHRIDVXFFHVVIXOFXOWXUH-led regeneration. 
These factors suggest thDWGHVSLWH.HQW&RXQW\&RXQFLO·VFDLPRIIROORZLQJ
¶a sustainable strategy· ZKHUHLQ WKH ¶FXOWXUDO VXSSO\ FKDLQ· LVSURWHFWHG VWUDWHJLHVKDYH
proceeded in ways that privilege consumption over production, and thus support the 
views of critics of culture-led regeneration (e.g. Lees & Melhuish, 2013; Markusen, 
2006; Peck, 2005; Pratt, 2008). Policy needs to seriously consider how to properly work 
alongside artists to harness their enthusiasm for these places in a sustainable way ² to 
allow local artists to have a continuing and prominent voice in the key cultural 
interventions. To return to the words of Richard in Folkestone, this is not wholly to the 
advantage of artists but has mutual benefit: 
>«@ for them to say ´This is what we do here and these are the artists 
we have in, come look at their work as wellµ that would, to me, it 
would work for everybody. It·G help promote the place to other 
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artists, to come here, to other people to come see local artists work. 
IW·VJRRGIRUWKHDUWLVWVEHFDXVHSHRSle who are coming down to see 
ELJDUWLVWVZRUNZLOOSRVVLEO\DOVRFRPHWRVHH\RXUZRUN,W·VJRRG
for everybody. (Richard, Folkestone) 
More than this, however, this thesis has argued that there remains the need for culture-
led urban policy needs to pay more attention to the conditions of work in these sectors, 
something that it fails to do in any serious way. While such issues may fall outside the 
remit of district- or county-level policy initiatives, they further call into question the use 
of art as a means of regeneration: it becomes difficult to imagine a sustainable urban 
renaissance based on attracting a workforce that earns, as John did, around £3 an hour.  
10.2 Work as Practice 
Critics argue that the contemporary focus on the cultural industries as a part  of urban 
and economic policy (Creative Industries Council, 2014; DCMS, 2011; Javid, 2014; 
Local Government Association, 2009; 2013) helps perpetuate structural problems and 
inequalities for workers in these sectors, including long hours, low pay and insecurity 
(Gill & Pratt, 2008; Hesmondhalgh & Baker, 2011; McGuigan, 2010; McRobbie, 2002; 
Menger, 2006; Oakley, 2009a). Banks (2007: 10) suggests that for the majority of 
cultural workers, the reality of work in these sectors is: 
toil in relatively anonymous enterprises, either living off the erratic 
LQFRPHVIURP¶SURMHFWV·RUPRUHFRQYHQWLRQDOO\RQORZRU
subsistence-level wages. Glamour is at a premium, and wealth and 
fame are uncommon. 
There are multiple ways in which this thesis ² across both cases ² supports research that 
suggests artists are at best economically disadvantaged and, at worst, exploited in their 
work. For respondents, exploitation is occurring in various ways that is often outside 
the paradigmatic example of the factory, and is not as easy to pin point as that of 
management over workers in standard employment contracts as envisaged in Marxist 
accounts (Burawoy, 1979; Bravermen, 1974). Several respondents perhaps typify the 
LGHDRIFXOWXUDOZRUNHUVDVD ¶UHVHUYRLU·RIFKHDSRUHYHQIUHH ODERur (Hesmondhalgh, 
2010; Watson, 2012) to be called upon: for example, Roy taught adult education classes 
that would only provide a few hours of work a week, and only when classes had 
sufficient enrolment, while Nick would be called upon to do commercial il lustration 
work on extremely tight deadlines. Others point out that there persists an expectation 
that artists will provide their knowledge, skills and time for free as people ¶GRQ·W
necessarily >«@ consider that I need to live· &ODLUH 0DUJDWH For many respondents 
income was both low, perhaps even considerably less than minimum wage, and 
uncertain, even while their labour was appropriated by multi-million pound investment 




image of the cultural industries as fun or glamorous ·(Oakley, 2009a: 50), the negative 
consequences of cultural work being viewed as being disguisHGE\WKH¶psychic income 
or self-realisation·RIXQGHUWDNLQJDNLQGRI¶VDFULILFLDOODERXU·5RVV7KLVLV
LQIRUPHG E\ WKH P\WKRORJLHV RI ERKHPLD WKH ¶VWDUYLQJ DUWLVW· DQG WKH 5RPDQWLF
tradition (Lloyd, 2010; McGuigan, 2010; Menger, 2006). As such, the assumed 
DXWRQRP\RIZRUNLQWKHVHVHFWRUVGUDZVZRUNHUV·DWWHQWLRQIURPLWVPRVWH[SORLWDWLYH
FRQGLWLRQV DV WKH\ ¶are trained to accept and reproduce for themselves the precise 
coQGLWLRQVRIWKHLUVXERUGLQDWLRQ· (Banks, 2007: 42). Certainly parts of this thesis could 
be used to support such a perspective. Even while respondents were co-opted into a 
speculative construction of place, and face uncertain, precarious working conditions, 
they professed a strong connection to their work as an essential, indeed vital, part of 
themselves and their identities. There was also evidence of a culture of self-blame and 
self-disciplining; instead of envisaging structural changes to the way art worlds operate, 
respondents were concerned about how they could deveORSEHWWHU¶EXVLQHVVDFXPHQ·RU
become more forthright in requesting/expecting pay for projects or residencies 
undertaken.  
Ross (2009: 51) suggests this is the product of a kind of capitalism that thrives on 
¶GLVRUJDQL]LQJHPSOR\PHQWDQGVRFLR-economic life in general so that it can profit from 
YXOQHUDELOLW\ LQVWDELOLW\ DQG GHVSHUDWLRQ· While in such critical accounts it becomes 
GLIILFXOW WR LPDJLQH ZRUN LQ WKHVH VHFWRUV DV ¶something less than dreadful·
(Hesmondhalgh, 2010: 242), this thesis has argued that closer attention and 
consideration of individual agency, narratives and identities can demonstrate that 
cultural work presents genuine and valued opportunities for meaningful work and self-
realisation. 
%\XQGHUVWDQGLQJDUWDVD¶SUDFWLFH·0DF,QW\UH 1985) it is possible to point to the ways 
LQZKLFKUHVSRQGHQWV·ZRUNLVHPEHGGHGLQ ¶the institutions, traditions, and norms [of] 
the community· %RRWK   7KLV KDV WZR LPSRUWDQW HIIHFWV LQ WKDW LW first 
provides for a way of understanding how respondents are able derive a series of 
¶LQWHUQDO· UHZDUGV IURP WKHLUZRUN ² that is, the ways in which they are able to assert 
meanings in ways that are not wholly reducible to the rationality of economic markets.  
As respondents undertake their work they engage with the embedded standards, values 
and codes of the arts communities to which they belong. The second point, then, is that 
practice emphasises the shared narrative that artists are able to draw upon as they reflect 
on their experiences and undertake embodied labour. Respondents narrated accounts of 
their lives and their work, both looking back and in their future orientations, wherein art 
is an important, even central, part of how they see and understand themselves. The 
material processes of their work ² applying paint to canvas, taking a photograph, 
making a print ² gain significance as they are undertaken in contexts of art and being an 
artist. They could reflect on experiences of working as an artist where structural 
conditions had negative effects, but their accounts were cannot be reduced to these 
issues.  
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Of course, opportunities for exercising meaningful choice are always partial, and 
unevenly distributed, and this research has suggested some ways in which gender can 
factor into this, and there is also need to further consider social class, ethnicity and 
sexuality in debates about the marginalisation of particular voices within these sectors 
(Oakley, 2013). As such, it is important that this approach is grounded by an 
appreciation of the problems of structure and agency. This thesis has shown that 
respondents have developed narratives about valued and meaningful kinds of work and 
LQGLYLGXDO LGHQWLWLHV LQUHODWLRQWR¶SUH-existing cultural discourses, [and] the structuring 
HIIHFWRIDSHUVRQ·VVRFLDOORFDWLRQ·(Ezzy, 1997: 440). That is, respondents were able to 
DVVXPH D NLQG RI QHJRWLDWHG DXWRQRP\ WKDW IDU IURP UHO\LQJ RQ WKH ¶ZLOO-to-SRZHU·
2·'RKHUW\	:LOOPRWWRILQGLYLGXDOVDOORZVIRULQGLYLGXDODQGVKDUHGQDUUDWLYHV
of art practice to be reflexively constructed around external structures and subjective 
meanings and values (Banks, 2006; 2007; Hesmondhalgh, 2010; Keat, 2000; 2009; Sayer, 
2001). 7KLVWKHVLVPDLQWDLQVWKDWZKLOHUHVSRQGHQWV·ZRUNFDQQRWEHYLHZHGDVZKROO\
autonomous, in either the sense of autonomy as flexibility or control (see Chapter 9), 
accounts of their working lives cannot lapse into a determinism wherein they can only 
be the bearer of objective (oppressive) structures (du Gay, 1996; Gibson-Graham, 1996; 
MacIntyre, 1985; Standing, 2011a). Critical accounts of cultural work that attempt to 
elide positive accounts and emphasise economic exploitation, individualisation and 
other perceived negative effects do violence to the experience of work by ignoring the 
structure and meaning their work continues to provide. 
10.3 Future Research 
While looking at the labour of artists in two small coastal towns in Kent cannot provide 
neatly generalizable results, these cases do speak to broader trends. Chapter Two 
discussed how cultural/creative industries rhetoric came to prominence in light of the 
social and economic changes associated with post-Fordism. While uneasy about 
pronouncing cultural workers as exemplars of such contemporary trends in working 
conditions, as other have (see Gill & Pratt, 2008; Neilson & Rossiter, 2005), this 
research is able to add to academic, policy and advocacy activity on patterns flexible and 
precarious labour.  
Looking at currently working artists, however, limits the narratives presented here and 
promotes DNLQGRI¶VXUYLYRU·ELDV that precludes those for who the negative features of 
cultural work prove exclusionary. For example, uncertainty of income will affect those 
able or willing to undertake cultural work on such terms. Future research, then, may 
approach the conditions of cultural work not as work in itself, but as one factor in a set 
of wider questions about access and participation in the cultural sector and how the 
prevailing conditions of work in the cultural industries mean that certain groups are 
marginalised and under-represented in the art world. 
This raises the increasingly acute question of the ethical and political implications of 
artists locating and doing cultural work in working class, deprived, areas  (such as 
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Margate and Folkestone). While getting the public to engage with art may be an issue 
for advocates of art, the basis of such a position is in a belief in the essential worth of 
the arts for everyone, and a sense that the artful use of space is always a net positive. 
Yet, even while many artists have limited economic capital they work as part of broader 
art worlds which, collectively, occupy a relatively prestigious social position.1 This 
research has shown that they are thus implicated in sometimes quite startling changes in 
socio-economic geographies, and property-market speculation. Future research may 
invite respondents to be more critical about their own roles in reproducing inequalities, 
bringing them together with those who have been displaced or feel excluded by culture-
led urban policies. 
10.4 Final Remarks 
:KLOHWKHQRWLRQRI¶DUWIRUDUW·VVDNH·PLJKWRIIHUDUKHWRULFWKDWGLVDYRZVPXQGDQHRU
¶LPSXUH· LQWHUHVWV LQ FXOWXUDO SURGXFWLRQ LW LV HDV\ WR SRLQW RXW KRZ LWGRHV QRW EHDU
scrutiny in light the exigencies of art markets and the need to make a living. But it 
remains a powerful driving force for artists. Respondents overwhelmingly discussed 
their work in congruent terms, disavowing in particular the role of financial imperatives 
LQZKDWWKH\SURGXFH¶$UWIRUDUW·VVDNH·FDQEH one of the discourses incorporated into 
their narrative-identity ² EHLQJDQDUWLVWDQGEHLQJSRRUEXWDOVR¶SXUH·DOORZVWKHPWR
PDNHVHQVHRIWKHLUSRVLWLRQFDVWLQJWKHPVHOYHVDV¶VWUXJJOLQJDUWLVWV·7KLVFDQVLPLODUO\
be identified in discussions about where they live ² Folkestone and Margate are not 
VLPSO\FKHDSEXW ¶UDZ· DQG¶HGJ\·7KLV framing provides further symbolic support to 
individual narratives about living in a mythic, Bohemian tradition. I would counter any 
attempt to cast this as a false consciousness, however. Artists were open and clear about 
the reality of their careers, the hardships that would engender, and, ultimately, the 
compromises they would have to make to accommodate working in a way that they 
value. That is not to elide the inequalities and power asymmetries they face. There are 
structural issues that, in some cases, clearly amount to exploitation ² for example, Claire 
had her designs ripped off, Roy never received royalties due. Yet art can deliver a kind 
of good work ² a means by which individuals can construct valued and meaningful 
narratives about their own lives. 
                                                   
1 Bourdieu (1993) suggests cultural production occupies a position that, while a dominated fraction, 
remains in the dominant class. 
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